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NOBLE  LIVING  IN  ENGLAND 
THREE  CENTURIES  AGO 


Life  in  a Noble  Household,  1641-1700.  By  Gladys  Scott  Thomson.  (Cape.  12s.  6d.) 


By  J.  E.  NEALE 


IT  would  be  hard  to  say  how  many 
times  I have  been  asked  questions 
which  amount  to  this:  How 

exactly  did  people  live  in  the  past? 
A good  deal  of  information  may  be 
acquired  in  the  course  of  reading,  but 
such  questions,  if  they  probe  through  to 
details,  leave  one  feeling  very  ignorant. 
There  can  be  no  doubt  about  public 
interest  in  these  questions ; there  is 
equally  no  doubt  about  the  difficulty 
of  finding  thoroughly  satisfactory  and 
detailed  answers  to  them.  It  is  for  this 
reason,  as  well  as  for  the  outstanding 
qualities  of  the  work  itself,  that  I believe 
Miss  Scott  Thomson’s  book  will  secure 
the  popularity  that  it  so  richly  deserves. 

Perhaps  there  are  other  old  collec- 
tions of  family  documents,  besides  the 
Duke  of  Bedford’s,  where  practically 
the  whole  of  the  family  accounts  for 
well  over  half  a century  have  survived, 
and  sufficient  other  papers  to  revitalise 
these  seemingly  dreary  and  dead  docu- 
ments ; but,  if  so,  nobody  has  hitherto 
seen  in  them  the  vision  of  a fascinating 
study  of  everyday  life,  and  Miss  Scott 
Thomson’s  book,  so  far  as  I know,  is 
unique. 

Small  Accounts 

The  fifth  Earl  of  Bedford,  who  in 
1641  succeeded  to  the  title  and  to  the 
imposing  new  house 
at  Woburn  built  by 
his  father  from  the 
designs  of  Inigo 
Jones,  seems  during 
his  long  lifetime  to 
have  preserved 
every  single  bill, 
great  and  small. 

There  are  details  of 
the  capons,  lobsters, 
and  cherries  bought 
for  the  kitchen, 
falcons  and 
goshaw"ks  for  sport, 
pitch  and  frankin- 
cense for  fumigating 
the  house  after 
smallpox,  eye-water 
and  feathers, . cor- 
dials, plasters,  and 
interminable  bleed- 
ings, details  also  of 
fees,  tips,  and  chari- 
ties, and  so  forth ; 
while  to  crown  this 
splendid  series  of 
small  accounts, 
there  are  the  main 
accounts  of  the 
great  financial  officer  of  the  household, 
known  as  the  Receiver-General,  whose 
receipts,  with  various  expenses  already 
deducted,  were  about  £8,500  in  1641, 
rising  later  to  between  ten  and  fourteen 
thousand  pounds,  and  whose  annual 
expenditure,  excluding  loans  and  taxes, 
rose  to  more  than  £10,000 — truly  a 
noble  scale  of  living. 

Those  many  readers  who  delight  in 


the  static  or  antiquarian  elements  in 
history  will  revel  in  all  these  details  of 
familiar  and  unfamiliar  purchases  and 
payments.  The  epicure  will  turn  to  the 
chapter  on  what  a modern  expert — pre- 
sumably no  other  than  M.  Andre  Simon 
—has  described  as  “ a noble  wine-cellar 
indeed,”  and  note  how  and  what  wine 
was  bought ; when  champagne  makes  its 
first  appearance,  and  port,  and  the  first 
known  reference  to  chablis.  Those  in 
terested  in  gardening  will  want  to  read 
about  a great  garden  in  the-  making, 
about  the  trees  and  plants  used,  and  how 
they  were  secured,  and  will  delight  to 
meet  a famous  and  lovable  gardener, 


house,  was  organised  and  functioned, 
and  how  the  various  estates,  in  several 
counties,  were  managed  and  contributed 
to  the  needs  of  the  family. 

Being  centred  on  a single  lifetime,  the 
book  possesses  much  of  the  unity  of  bio- 
graphy. Is  it  not,  indeed,  the  model 
biography  of  a man  who  did  nothing  in 
the  conventional  sense  to  deserve  a bio- 
graphy, but  stayed  at  home,  managed  his 
estates,  and  reared  a family?  Certainly 
the  Earl  himself,  some  of  his  family,  and 
several  of  his  servants — in  particular,  the 
Tutor — emerge  as  real  persons. 


John  Field. 


Season  in  Town 


Others  will  be  fascinated  by  the  chap 
ter  on  the  picture-gallery,  or  by  the 
details'  about  travelling,  showing  the 
family  moving  from  Woburn  to  Bedford 
House  in  the  Strand  for  an  annual  season 
in  town,  or  the  Earl  on  one  of  his  periodic 
visits  to  Cambridge,  the  cost  of  which 
just  on  £75 — is  in  keeping  with  the  heavy 
annual  expenditure  of  over  £1,000  in- 
curred by  the  Gentleman  of  the  Horse, 
the  official  responsible  for  this  side  of  the 
family’s  life. 


An  Experiment  in  Education 

The  Tutor  entered  the  household  when! 
the  eldest  children  had  to  be  educated, 
and  the  books  that  he  used  in  teaching; 
them  are  duly  noted.  Although  he  re- 
mained with  the  family  until  his  death 
at  a ripe  old  age  in  1705,  the  Earl  tried 
a new  experiment  when  the  two  younger 
boys  reached  the  age  for  education. 
They  were  sent  first  to  a private  school 
and  then  to  Westminster;  an  important 
social  change,  as  Miss  Scott  Thomson 
points  out,  for  it  meant  that  in  future  a 
governess  must  suffice  for  the  girls  of  a 
family  instead  of  a tutor.  Like  other 
boys  of  their  class,  the  Earl’s  sons  finished 
their  education  by  making  the  Grand 
Tour,  the  financial  as  well  as  other 
aspects  of  which  are  described. 

It  is  difficult  even  to  suggest  the 
wealth  of  information  on  social  and 
economic  history  that  this  volume  con- 
tains. For  example,  it  provides  the  his- 
tory of  banking  with  an  illustration  of 
real  importance;  for  when  the  Earl’s 
financial  story  begins  in  1641  we  find  all 
his  receipts  going  in  cash  into  the  great 
family  chest  at  Bedford  House  and  being 
doled  out  as  needed,  whereas  the  story 
ends  with  two  accounts  at  Child’s,  one 


It  is  all  very  stimulating  and  satisfy-1  on  demand,  earning  no  interest,  another 

on  fifteen  days’ 


Woburn  Abbey,  C.I635-I7S2 

l A painting  by  Randolph  Schtoabe  from  a plan  by  Sir  Jonas  Moore , r66 


mg  to  our  curiosity ; but  Miss  Scott 
Thomson’s  art  and  knowledge  have 
transformed  mere  antiquarianism  into 
significant  and  first-class  history.  The 
entries  in  accounts  are  made  to  fit  into 
a sustained  study  of  how  a great  noble- 
man and  his  family  lived  in  the  seven- 
teenth century,  how  the  elaborate  house- 
hold, from  the  Receiver-General  down  to 
Tom-in-the-kitchen  and  Alice-about-the- 


notice,  carrying  in- 
terest ; and,  more- 
over, the  steps 
the  transition  are 
recorded. 

Of  topical  and  pic- 
turesque interest  is 
the  fine  show  made 
by  the  Earl  at  the 
return  of  Charles  II1 
to  England  in  1660 
and  at  his  corona- 
tion the  next  year. 
He  spent  nearly 
£1,000  on  his  ser- 
vants and  equipages 
for  the  Coronation 
procession,  apart 
from  a substantial 
part  of  the  £500  toll 
£600  which  his  own  g 
clothes  cost  him  that  Is 
year.  There  should  p 
have  been  a splendid  “= 
new  coach  from 
Paris,  costing  over 
£170,  but  it  failed  to 
arrive  in  time.  And, 
descending  from’ 
great  to  small  matters,  the  earl  paid  6s.  i _ 
for  seats  for  the  little  children  of  St.:; 
Paul’s,  Covent  Garden,  to  watch  the  - 
procession.  ^ ■ 

There  is  only  one  way  to’’  end  this  re- 
view, and  that  is  to  urge  anyone 
interested  in  social  history  to  read  Miss 
Scott  Thomson’s  unusual  and  scholarly 
book. 


PUBLIC  OPENING  OF  WOBURN  ABBEY 

"77  * n • iT  rr 

ATTRACTIONS  OF  HOUSE  AND  PARK 

From  Our  Special  Correspondent 


Woburn  Abbey,  in  Bedfordshire,  for 
the  first  time  in  its  history,  has  joined 
the  ranks  of  those  great  country  houses 
which  admit  the  public.  Both  the  house 
and  the  park  are  open  at  weekends, 
and  arrangements  for  visitors  have 
been  made  by  the  provision  of  a tea 
room,  a children's  playground  with 
swings  and  ponies  to  ride,  and  boats  on 
two  of  the  lakes. 

The  house,  of  which  12  rooms  are 
shown,  stands  on  the  site  of  a Cistercian 
abbey  which  was  confiscated  by  the  Crown 
at  the  Dissolution  and  granted  in  1547  to 
the  first  Earl  of  Bedford,  ancestor  of  the 
present  owner,  the  Duke  of  Bedford.  As  it 
now  exists,  the  building  consists  of  a seven- 
teenth-century north  wing  of  the  school  of 
Inigo  Jones,  an  eighteenth-century  central 
block  (facing  west)  designed  by  Henry 
Flitcroft  (1697-1769),  and  last  in  date  a 
southern  wing  designed  by  Henry  Holland 
(1746-1806).  A block,  closing  the  rectangle, 
which  had  become  infested  with  dry- 
rot,  has  lately  been  pulled  down,  and 
terraced  steps  designed  by  Professor  A.  E. 
Richardson  have  taken  its  place.  The  space 
immediately  to  the  east  is  flanked  by  two 
stately  stable  buildings,  again  by  Flitcroft. 

DECORATIVE  FEATURES 

The  rooms  being  shown  are  in  the  northern 
and  western  wings  and  are  notable  for 
their  decorative  features,  such  as  a series  of 
beautiful  ceilings,  and  for  the  pictures, 
furniture,  and  other  objects  they  contain. 
One  of  the  loveliest  rooms  is  that  with 
Chinese  hand-painted  wallpaper  of  about 
1750,  depicting  a landscape  of  birds,  water, 
and  flowering  trees.  One  of  the  most 
curious  is  the  seventeenth-century  grotto, 
a ground-floor  room  decorated  with  shells 
and  elaborate  plaster  work — a perfect 
example  of  its  kind.  Very  noble  is  the  Long 
Gallery,  hung  with  many  royal  portraits, 
among  them  Holbein’s  “ Jane  Seymour.” 
Yet  perhaps  the  most  notable  group  of  rooms 
is  the  suite  of  state  apartments,  once  occu- 
pied by  Charles  I and  two  centuries  later  by 
I Queen  Victoria.  Other  rooms  are  asso- 
ciated— at  least  through  their  contents — with 
two  famous  members  of  the  Russell  family: 


William,  Lprd  Russell,  “ the  Patriot,”  who 
was  executed  in  1683,  and  Lord  John  Russell, 
the  nineteenth-century  statesman. 

^ The  works  of  art  are  of  great  number 
and  interest,  and  include  a remarkable  range 
of  portraits,  among  them  a fine  Van  Dyck. 
There  are  landscapes  by  Claude,  Paul  Potter, 
and  Cuyp ; there  are  five  Mortlake  tapestries 
after  the  famous  cartoons  by  Raphael  now 
in  the  Victoria  and  Albert  Museum;  there 
is  a desk  by  William  Kent ; and  there  is  a 
splendid  and  numerous  service  of  Sevres,  the 
plates  having  dark  blue  and  gold  borders 
and  flower  posies  set  on  a white  centre.  This 
last  was  given  in  1763  to  Louise,  Duchess  of 
Bedford,  by  Louis  XV.  The  sculpture 
gallery,  in  a separate  building,  contains  much 
classical  work,  notably  an  extremely  graceful 
and  sensitive  Greek  relief  of  the  fifth  century 
b.c.,  representing  a young  girl,  and  pieces  by 
such  eighteenth-  and  nineteenth-century 
sculptors  as  Nollekens,  Westmacott,  Canova, 
and  Thorwaldsen. 

3,000  ACRE  ENCLOSURE 

A great  part  of  the  attraction  of  Woburn 
rests  in  the  3,000  acre  walled  park,  with 
its  glades,  woods,  and  specimen  trees,  and 
the  collection  of  animals  built  up  by  the 
last  two  Dukes.  Most  notable  are  the  great 
herds  of  deer  which  roam  about  everywhere 
in  a way  to  be  equalled  nowhere  else,  per- 
haps, in  Britain.  Chief  among  them  is  the 
herd  of  300  Pere  David’s  deer — a species 
now  extinct  in  its  native  China  and  existing 
only  at  Woburn  and  in  a few  small  offshoots 
(for  example,  at  Whipsnade)  from  the 
Woburn  herd.  There  are  also  red  deer  (200), 
fallow  deer  (500-600),  Axis  deer  (300), 
Chinese  water  deer  (perhaps  200),  Muntjac 
(about  the  same),  Japanese  Sika  (100),  and 
other  species. 

Of  extreme  interest,  too,  are  the  40  or 
so  bison,  about  equally  divided  between  the 
American  and  the  European  species — the 
latter  one  of  the  rarest  mammals  in  the  world, 
since  its  total  numbers  are  now  probably 
only  about  150.  The  remnant — 30  strong — 
of  the  Chartley  herd  of  English  white  park 
cattle  is  also  kept  in  the  park  at  Woburn, 
which  thus  ranks  among  the  most  interesting 
and  attractive  places  in  England,  both  for 
the  serious  zoologist  and  for  the  casual  lover 
of  rare  and  beautiful  animals. 
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OF  THE 

PICTURES  AT  WOBURN  ABBEY. 


ANDREA  DEL  SARTO.  (See  SARTO.) 


JAN  ASSELYN. 

(1610—1660.) 

Born  at  Antwerp ; became  a scholar  of  Esaias  Vandevelde.  Visited  Italy 
when  young,  and  resided  there  many  years.  Painted  landscapes  after  the 
manner  of  Rerehem,  but  with  a warmth  of  sunshine  approaching  the  sultri- 
ness of  Both.  Stanley,  in  his  “ Synopsis  of  Painting,”  associates  Asselyn 
with  Karel  du  Jardin.  He  was  called  Crabbetje  by  his  compatriots  in  Italy, 
on  account  of  a contraction  of  his  fingers.  The  pictures  of  Asselyn  are 
highly  esteemed. 

“ He  was  an  artist  of  fine  taste  and  critical  discernment  of  the  beauties  of  nature, 
“ as  his  selections,  pencilling,  clearness  of  colouring,  and  management  of  chiaroscuro, 
“ rank  him  in  the  class  of  the  best  landscape  and  animal  painters.” — Stanley. 


1.  (89.)  RUINED  BRIDGE. 

River  scene,  with  a ruined  bridge,  and  peasants  fording. 

The  atmosphere  is  illumined  by  a deep  red  sultry  sunlight.  Far  to  the  right, 
across  the  placid  water  are  distant  mountains.  Rocky  cliffs  surmounted  by  build- 
ings rise  above  the  distant  end  of  the  bridge  on  the  left-hand  side,  in  the  centre  of  the 
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picture,  on  tbe  sloping  edge  of  a broken  arch  of  the  ruined  bridge,  towards  the 
spectator,  two  men  are  reclining  in  conversation.  The  arches  of  the  bridge  are  seen 
in  shadow  to  the  left,  receding  and  diminishing  rapidly  according  to  the  laws  of 
perspective.  The  top  of  the  third  arch  is  broken  away,  but  the  artist  has  failed  to 
observe  this  in  the  reflection  in  the  water,  and  has  completed  the  shadow  of  the 
arch  like  the  rest.  In  the  foreground,  Italian  peasants,  with  their  backs  to  the 
spectator,  are  fording  the  stream.  Tall  dark  bullrushes  rise  against  the  light  in  the 
extreme  right-liaud  corner.  An  aloe  grows  on  the  edge  of  the  bank  near  the 
peasant  mounted  on  a brown  horse.  The  picture  is  totally  destitute  of  foliage,, 
excepting  two  small  cypress  trees  on  the  top  of  the  rocky  cliff  beyond  the  bridge, 
and  a small  shrub  growing  out  of  the  foremost  broken  arch. 

Freely  and  well  painted,  very  rich  in  tone. 

No  signature  of  the  artist  is  observable. 

Dr.  Waagen,  vol.  ii.,  page  284,  believes  that  he  recognizes  in 
this  picture  a view  of  the  ruined  bridge  of  Avignon,  and  pronounces 
it  “an  excellent  “picture,  with  a warmth  of  tone  unusual  for  him.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie* 
June  30th,  1827,  No.  106  of  the  Catalogue,  and  therein  described 
as  “ Ruins  of  a Roman  bridge  advancing  in  bold  perspective  at 
“ the  foot  of  a lofty  cliff,  crowned  with  a fortress.  Peasants  are 
“fording  the  river  in  an  oblique  direction  to  the  right,  where  a 
“road  ascends  to  a mountainous  distance.” 

Bought  in  for  70  guineas. 

Canvas . 3 ft.  10-p  in.  x 2 ft.  8 in. 

LUBOLF  BA&HUIZEN. 

(1631—1709.) 

Painter  of  marine  subjects  and  etcher.  Born  at  Eniden,  1631,  where  his 
father  was  secretary  in  service  of  the  Government,  and  Ludolf  acted  as  his 
clerk  till  1650,  when  he  attached  himself  to  the  school  of  Aldert  Van 
Everdingen.  He  seems  to  have  been  influenced  by  the  style  of  Hendrik 
Dubbels.  Bakhuizen  also  gave  lessons  in  writing  according  to  a method 
peculiar  to  himself.  He  was  employed  by  the  Czar,  Peter  the  Great,  to  make 
constructive  drawings  of  ships  and  to  teach  him  the  art.  He  frequently 
hired  adventurous  boatmen  to  carry  him  out  to  sea  in  the  most  raging 
storms,  and  on  his  return  to  land,  hastened  to  commit  the  effects  he  had 
witnessed  to  canvas.  Hence  the  sublimity  and  truthfulness  of  his  pictures 
representing  those  subjects.  He  signed  his  name  as  above,  spelt  with  much 
caligraphical  display.  He  died  at  Amsterdam,  1709. 

(Stanley’s  Synopsis  and  National  Gallery  Catalogue.) 


NICOLAS  BERCHEM. 

(1624—1683.) 

Born  at  Haarlem  in  1624.  The  name  of  his  family  was  Klaasze.  He 
derived  instruction  in  art  from  his  father,  Van  Goyen,  J.  B.  Weenix,  and 
Jan  Wils,  whose  daughter  he  married.  Judging  by  the  subjects  represented 
in  his  pictures,  he  visited  Italy.  He  was  fond  of,  and  used  to  collect,  draw- 
ings by  Italian  masters.  Of  his  personal  history  very  little  is  known.  The 
name  Berehem  (often  erroneously  spelt  Berghem)  was  only  a nickname,  and 
is  said  to  have  arisen  from  a circumstance  that  happened  to  himself  in  his 
schooldays.  He  died  at  Haarlem,  February  18,  168S. 


2.  <20.)  LANDSCAPE. 

Lofty  brown  rocks  to  the  right,  calm  and  clear  piece  of  water  to  the  left,  with 
blue  mountains  beyond . Boy  and  cattle  in  the  foreground,  and  bathers  in  the 
distance.  The  picture  has  been  much  injured  by  cleaning.  Many  parts  are  effaced, 
and  others  have  been  clumsily  repaired. 

On  the  back  of  the  panel  is  a red  seal  with  a shield  bearing  a bar  (with  apparently 
a buckle  at  one  end)  between  three  trefoils  placed  2 and  1,  It  is  surmounted  by  a 
helmet  without  either  Supporters  or  Mantling. 

Panel.  I ft  6 in.  x 1 ft.  2 in. 


3.  (55.)  LANDSCAPE. 

Dark  rich  mass  of  rocks  and  trees.  Boats  on  water,  with  perpendicular  cliffs  t 
the  right.  In  foreground,  on  this  side,  are  a woman  mounted  on  a white  horse,  and 
a group  of  cattle.  Painted  in  a masterly  and  somewhat  rough  style,  with  rich  brown 
shadows. 

No  signature. 

A genuinely  original  picture. 

Canvas.  2 ft.  6 J in.  x 1 ft.  9 J in. 


4.  (94.)  LANDSCAPE,  WITH  CATTLE  AND  FIGURES.  Dated  1681 

A brown  and  white  ox  stands  in  the  centre  with  a dog  barking  at  him,  beneath 
a decayed  tree,  under  which  are  conversing  a girl  and  shepherd  boy.  She  seems  to 
be  pointing  to  a brown  cow  advancing  towards  her  from  the  right.  Goats  and  oovfl 
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occupy  the  right-hand  of  the  foreground.  The  sky  is  blue,  with  heavy  red  clouds. 
The  picture  is  in  very  far  from  good  condition.  There  are  the  remains  of  a signa- 
ture in  foreground,  to  left  of  the  centre — 

P,t„ 

This  picture  was  exhibited  at  the  British  Institution  in  1818, 
No.  134  of  the  Catalogue. 

On  the  back  of  the  canvas  has  been  scribbled  in  white  chalk — . 
“ Dirk  Theodore 
Van  Berghen  fecit  1681.” 

Dr.  Waagen,  vol.  ii.  p.  286,  thus  alludes  to  this  picture:  “A 
“ picture  by  Berghem  ; hangs  too  high  to  admit  of  an  opinion,  but 
“ it  appeared  to  be  somewhat  blue  and  heavy  in  tone.” 

Canvas.  2 ft.  If  in.  x 1 ft.  lOf  in. 


BOLOGNESE  SCHOOL. 


6.  (21.)  CHRIST  AT  THE  TOMB. 

The  dead  body  of  Our  Lord  mourned  by  the  Virgin  Mary  ; a subject  generally 
known  in  Italian  art  as  a Pieta. 

The  treatment  here  is  somewhat  peculiar,  and  betokens  a late  period  Uf  painting. 
The  nude  figure  of  the  Saviour  appears  partly  seated  upon  the  stone  step,  with  the 
shoulders  leaning  against  the  side  of  a square  sarcophagus,  the  head  thrown  back,  and 
resting  on  a crimson  cushion,  which  is  placed  on  the  top  of  the  stone.  The  feet  are 
extended  to  the  left.  The  Virgin,  in  heavy  garments,  dull  red,  enveloped  in  a dark 
blue  mantle  and  yellow  hood,  kneels  on  the  ground,  holding  with  her  left  hand  a 
white  handkerchief  to  her  face,  and  supporting  with  the  other  the  right  hand  o f he 
son,  The  background  is  gloomy,  with  dark  mountains  and  reddish  brown  sky. 

Canvas.  7 ft.  in.  x 5 ft.  3 in. 


ANDREW  BOTH. 

(1008—1650.) 

Younger  brother  of  Jan  Both,  the  celebrated  landscape  painter,  with 
whom  he  was  constantly  associated  through  life.  Andrew  devoted  himself 
more  especially  to  figures.  They  were  born  in  Utrecht,  where  their  father 
was  a glass  painter.  They  studied  conjointly  under  Abraham  Bloemaert,  and 
in  course  of  time  went  to  Italy  and  studied  at  Rome.  Little  is  known 
of  their  personal  history.  When  at  Venice,  in  1650,  one  of  them  fell  into 
a canal  and  was  drowned  ; but  it  is  not  clearly  ascertained  which  was  the 
survivor.  The  pictures  by  Andrew  are  alter  the  taste  of  Peter  van  Laer, 
called  Bamboccio. 


6.  (42.)  VILLAGE  DENTIST.  Dated  1634. 

The  dentist,  a charlatan,  in  fantastic  costume,  stands  behind  a man  and  extracts 
his  tooth,  whilst  vacant  spectators  surround  them.  A beggar,  wearing  a large  brown 
hat,  puts  his  lingers  into  his  mouth  as  if  having  already  undergone  the  operation. 
Bottles,  teeth,  and  a sealed  diploma  are  displayed  on  a tub-table  to  the  extreme 
left.  The  figures  are  ill-drawn,  sketchy,  and  wanting  in  truth  to  nature.  The  sky 
and  distant  landscape,  however,  are  pleasingly  painted. 

It  is  signed — 

J*6oh 5 tS3'\ 

in  fine  grey  letters  in  front  below  the  tub. 

This  picture  was  submitted  for  sale  at  Christie’s  in  1827,  No. 
89  of  the  Catalogue,  wherein  it  was  described  as  follows  : “ Andrew 
“Both.  An  itinerant  Tooth-drawer  operating  upon  a village 
“ patient.” 

Bought  in  for  39  guineas. 

Panel.  1 ft.  5^  in.  x 1 ft.  3 


7.  (44.)  BALLAD  SINGERS. 

A very  tattered  man  and  his  wife  stand  on  a rough  stone,  and  chaunt  their  dittie 
to  an  equally  ill-clad  audience.  Two  among  the  latter  appear  by  the  decorations 
upon  them  to  be  pilgrims.  Here,  as  in  No.  42,  the  landscape,  completely  Italian  in 
character,  is  the  best  part  of  the  picture.  All  the  faces  are  hideously  ugly,  and  even 
as  caricatures,  unmeaning.  The  children  look  like  malicious  dwarfs. 


The  wood  is  composed  of  three  pieces  roughly  joined  vertically. 
This  picture  also  was  offered  for  sale  by  Messrs.  Christie,  June 

1827. 

It  was  merely  described  in  the  Catalogue,  No.  90,  as  “ Itinerant 
Ballad  Singer.” 

Bought  in  for  41  guineas. 

Panel , 1 ft.  in.  x 1 ft.  3 in. 


JAN  BOTH. 

(1610—1650,) 

Jan  Both,  the  eminent  Landscape  painter,  was  born  at  Utrecht.  He 
studied  under  Bloemaert,  but  was  influenced  by  the  works  of  Claude.  He 
was  inseparably  associated  in  the  production  of  his  pictures  with  his  brother 
Andrew.  See  also  the  preceding  notice. 


8.  (48.)  LANDSCAPE. 

A rich,  mellow  landscape,  spiritedly  painted. 

Travellers  advancing  along  an  open  road,  from  a distant  lake,  bounded  by  moun- 
tains. A fine  group  of  light  foliage  and  slender  stems  combined  with  rocks,  to  the 
left,  the  sunlight  glittering  brilliantly  between  them.  A cavalier  stands  by  his 
white  horse,  and  a red  cloth  is  thrown  over  the  saddle.  A woman,  mounted  on.  a 
mule,  led  by  a roughly-clad  man,  precedes  a lady  riding  in  a Lettiga,  or  sedan  chair, 
between  two  mules.  Two  men  with  a dog  are  resting  against  rocks  to  the  extreme 
right. 

The  picture  is  signed- — 


on  rock  near  the  last  named  group. 

Not  noticed  by  Dr.  Waagen. 

Exhibited  at  the  British  Institution  in  1815,  No.  104  of  the 
Catalogue. 


Canvas.  3 ft.  5J  in.  x 2 ft.  10  in. 


ADMAN  BRAUWER. 

(1608—1640.) 

Born  at  Haarlem,  or  accor  ’ing  to  others  at  Oudenarde,  of  poor  parents. 
His  talent  was  fostered  by  Frank  Hals,  who  took  him  into  his  studio.  Brauwer 
passed  through  a series  of  strange  adventures,  the  result  principally  of  his 
intemperate  habits.  Ostade  was  one  of  his  fellow  pupils  ; and  it  is  stated  that 
Hals  treated  Brauwer  with  extreme  severity,  and  separated  him  from  his  other 
scholars.  He  wandered  for  a time  into  France,  Rubens  vainly  endeavoured 
to  reclaim  him,  and  when  he  died  in  obscurity  at  a public  hospital,  had  his 
remains  honourably  interred  in  the  Church  of  the  Carmelites  at  Antwerp, 
1640,  at  his  own  cost.  (Stanley’s  Synopsis,  Bryan,  and  Nagler). 

Brauwer  executed  some  clever  etchings,,  one  of  which  is  inscribed 
Abraham  Brauwer  fecit”  (Nagler). 


9.  (67.)  AN  INTERIOR,  WITH  FIGURES. 

A long  square  picture.  The  interior  of  a Dutch  dwelling,  with  three  principal 
figures  seated  round  a barrel,  set  upright  and  made  to  serve  as  a table,  enjoying  a 
very  rough  meal.  The  man  seated  near  the  centre  holds  a jug  and  is  smoking  ; the 
second  man  offers  beer  to  a woman  seated  beside  him.  A woman  peeps  in  from  a 
window  in  the  extreme  right.  A chimney,  and  man  before  the  fireplace,  are  dimly  seen 
in  the  shade  of  an  inner  room.  Nearly  the  whole  of  the  left-hand  half  of  the  picture 
is  occupied  by  a pile  of  vegetables,  casks,  jars,  pans,  a large  white  metal  flagon,  pair 
of  bellows,  and  a broom,  all  painted  with  great  spirit.  A brown  pan  Containing 
shell  fish  (mussels)  in  the  right  hand  corner  is  finished  with  singular  minuteness. 

The  general  tone  of  the  picture  is  dark  brown,  with  soft  shadows. 
The  figures  are  carefully  finished,  and  betray  less  of  caricature 
than  is  usual  with  this  painter. 

The  panel  is  composed  of  two  pieces  of  wood  joined  horizon- 
tally. 

Not  noticed  by  Dr.  Waagen. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie* 
June  30th,  1827,  No.  78  of  the  Catalogue,  and  described  as 
follows : — 

“Teniers.  Interior  of  Dutch  cottage,  with  a family  group  of 
“three  figures  at  their  repast.  Group  of  still  life  and  vegetables/* 

Bought  in  for  85  J guineas. 


Panel . 2 ft,  o in,  x 2 ft.  5 in. 


& 


ANTONIO  CANAL  CANALETTO. 

(1697 — 1.768.) 

Born  at  Venice.  Originally  a scene-painter.  Studied  at  Rome.  Best 
known  by  his  masterly  and  vivid  delineations  of  his  native  city.  He  made 
use  of  the  camera  obscura.  In  depicting  the  buildings  and  canal  effects  of 
Venice,  he  had  been  preceded  by  Luca  Carlevaris,  bom  at  Udine  in  1665  ; 
but  the  works  of  the  latter  are  more  elaborate  and  laboriously  finished,  with 
an  ashen  grey  atmosphere.  The  figures  in  Canaletto’s  pictures  were  some- 
times painted  by  Tiepolo.  Many  of  his  Italian  views  are  in  the  Royal  Gallery 
at  Windsor,  having  been  procured  direct  from  the  artist’s  easel  by  the  English 
Consul  at  Venice,  Mr.  Smith,  a known  connoisseur  and  collector  of  works  of 
art.  Canaletto  came  to  England  in  1746.  His  London  views  are  highly 
prized.  He  painted  a view  of  the  interior  of  King’s  College  Chapel, 
Cambridge.  In  the  deanery  at  Westminster  is  a fine  view  of  the  west  end 
of  Westminster  Abbey.  He  also  painted  Northumberland  House  and  Windsor 
Castle. 


10.  (19.)  RUINS. 

An  imaginary  group  of  buildings,  consisting  principally  of  two  large  arches,, 
supported  on  columns  with  square  piers.  Through  the  right-hand  arch  is  seen  a 
distant  view  of  a triumphal  arch,  and  under  the  left  one,  in  deep  shade,  appears  a 
mediaeval  monument,  consisting  of  a sarcophagus  resting  against  a wall  upon  brackets, 
and  supporting  the  recumbent  effigy  of  a Pope.  To-  the  extreme  left  is  a building  like 
the  Pantheon  at  Rome,  with  scaffold  poles  round  it  as  if  undergoing  repair.  A man 
in  brown  dress  bends  before  the  monument,  and'  other  figures  with  wands  occupy 
the  right-hand  corner.  The  sky  is  blue  and  clear.  The  composition  is  fanciful,  and 
somewhat  after  the  manner  of  Piranesi. 

Finely  and  boldly  painted.  It  does  not  bear  any  signature,  but 
is  an  excellent  specimen  of  the  master. 

Canvas . 2 ft.  4^  in.  x 1/t  9 in. 


JAN  VANDER  CAPPELLE. 

Supposed  to  have  been  bom  about  1635.  Of  this  painter  no  particulars 
of  his  life  are  known.  Some  of  bis  pictures  are  signed  J.  V.  Cappelle,  but 
rarely  dated.  He  is  supposed  to  have  studied  under  William  Vander  Velde. 

A winter  piece  and  frozen  canal  belonging  to  Mr.  Henderson,  is  signed 
?ind  dated  1653. 


9 


See  Bryan’s  Dictionary,  edited  by  Stanley.  In  Nagler’s  “ Kiinstler- 
Lexicon”  this  artist  is  described  under  “ Kapelle.”  Smith,  in  his  Catalogue 
Raisonn6  of  the  works  of  Vander  Velde,  p.  399,  introduces  this  artist  as  John 
“ Vander  Capella,”  and  describes  his  characteristics. 


11.  (6.)  DUTCH  VESSELS  BESIDE  A WOODEN  PIER. 

The  principal  mass  in  the  composition  consists  of  fishing  boats  with  square  sails 
set,  alongside  of  a rough  wooden  pier  to  the  extreme  right.  Other  vessels  are  standing 
out  at  sea.  Dark  wooden  piles  rise  in  front  from  the  water,  which  is  of  a very 
heavy  tone  in  the  foreground.  Dark  grey  watery  clouds  hang  over  a pale  blue  sky, 
with  a clear  horizon  beyond.  Painted  in  the  rich  mellow  tones  peculiar  to  the 
master. 

Exhibited  at  the  British  Institution,  1821,  No.  122  of  the 
Catalogue. 

Dr.  Waagen,  vol.  ii.  p.  283,  describes  this  as  “ A rich  picture, 
“ of  warm  and  transparent  colouring.” 

Canvas.  2 ft.  10  J in.  x 2 ft.  3J  in. 

12.  (78.)  RIVER  SCENE. 

The  mouth  of  a river,  under  a pale  clear  sky,  with  a remarkably  low  horizon. 
Sandhills  to  the  left.  Two  large  vessels  on  the  right.  A fully-manned  boat  is 
making  strong  way  to  the  shore.  A heavy  swell  is  on,  and  the  moving  surface  of  the 
water  is  expressed  with  wonderful  fidelity  to  nature. 

A clear,  good  picture,  with  all  the  cheerful  effect  of  a bright  sunlight.  No 
signature  is  observable. 

Dr.  Waagen,  vol.  ii.,  p.  285,  referring  to  this  picture,  styles  it 
“ Sunny,  warm,  and  clear.” 

CaWas.  2 ft.  2 in.  x 1 ft.  2\  in. 


GIAMBATTISTA  CARACCXOLO. 

(1580—1641.) 

Born  at  Naples,  1580.  Pupil  of  Michelangelo  da  Caravaggio.  Studied 
the  works  of  Annibale  Caracci,  at  Rome,  and  ultimately  settled  in  his  native 
country,  where  he  allied  himself  with  Spagnoletto  and  Belisario  Corenzio 
to  exclude  all  artists  of  superior  excellence  from  executing  commissions  in 
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the  Neapolitan  dominion.  The  Cavaliere  d’Arpino  and  Guido  were  both 
deterred  from  accepting  pressing  invitations.  Annibale  Caracci  fled  from 
Naples  in  disgust  when  he  found  his  magnificent  works  so  unfairly  dealt  with* 
(Lanzi,  vol.  ii.  p.  35.) 


13.  (is.)  AN  ECCLESIASTIC  SAINT  WRITING. 

Life  size,  seen  to  the  waist,  with  green  table  before  him.  A male  saint  wearing  a 
dark  close-cut  beard,  small  tall  crimson  cap,  and  large  grey-Watered  silk  cape  which 
covers  the  figure.  Face  seen  in  three-quarters,  to  the  left,  looking  down.  Light 
admitted  from  the  right-hand  side.  He  is  earnestly  engaged  in  transcribing  from 
a large  book  headed  “ De  Isaia.”  A plain  ring-shaped  nimbus  encircles  his  head. 
The  background  is  monotonous  dark  brown.  The  costume  is  contemporary  with 
that  worn  by  church  dignitaries  when  Spagnoletto  worked  at  Naples.  He  wears  a 
small  plain  square-cut  collar  fitting  close  up  to  the  neck. 

Dr.  Waagen  attributes  the  work  to  Caravaggio,  and  says,  “Very 
“ true  in  conception,  careful  in  execution,  and,  considering  the 
“ master,  of  singular  power  of  colouring.” 

Canvas.  2 ft.  10  J in.  x 2 ft.  5^  in. 


AMERIGHI  CARAVAGGIO,  MICHAEL  ANGELO. 

(1569-  1609.) 

Born  at  Caravaggio.  Began  life  as  a mason’s  labourer.  Became  the 
assistant  of  the  Cavalier  d’Arpino,  and  rose  to  be  a leading  painter  of  the 
Roman  School  and  head  of  the  “ JSfatUralisti”  His  style  is  true,  forcible, 
and  vulgar;  remarkable  for  harsh  contrasts  of  light  and  shade.  Died  ap 
Porto  Ercole. 


CRABBETJE.  (See  ASSELYN.) 

CLAUDE. 

(1600-1682.) 

Born  in  Lorraine.  His  parents  were  poor,  and  he  Was  placed  with  a 
pastrycook.  At  Rome  he  engaged  himself  as  a domestic  servant  to  Agostino 
Tassi,  a landscape  painter,  and  pupil  of  Paul  Bril.  Under  these  circum- 
stances he  acquired  his  first  knowledge  of  art.  Sandrart  first  taught  Claude 
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to  paint  from  nature.  He  preserved  sketches  of  all  the  pictures  which  he 
had  parted  with,  and  called  the  collection  “ Liber  Veritatis.”  He  wag 
especially  successful  in  aerial  perspective,  and  in  the  management  of  light 
generally.  The  figures  in  his  landscapes  were  frequently  painted  by  F.  Lauri, 
Courtois,  and  A.  Both.  He  died  at  Rome,  1682,  and  was  buried  in  the 
church  of  La  Trinita  de’  Monti. 

Bryan,  edited  by  Stanley,  gives  the  Biography  under 
Lorraine ; but  Villot’s  excellent  Catalogue  of  the  Louvre,  Nagler,  and  the 
English  Catalogue  of  Italian  Painters,  1855,  edited  by  R.  N.  Wornum, 
adopt  the  heading  Gellee.  The  National  Gallery  and  Manchester  Exhi- 
bition, 1857,  Catalogues  prefer  Claude  as  more  immediately  known. 


14.  (46.)  LANDSCAPE. 

This  picture  was  painted  by  Claude  for  Pietro  Pescatore. 

A sunny  landscape,  with  sea  in  the  distance.  The  disk  of  the  sun  is  shown 
nearing  the  horizon,  and  shadows  from  the  figures  are  projected  on  the  level  ground 
towards  the  spectator.  In  the  centre,  two  youthful  figures,  a girl  dressed  in  blue 
and  a young  man  with  a staff,  both  of  them  crowned  with  flowers,  standing  listening 
to  the  music  of  two  pipers,  and  a girl  seated  playing  the  tambourine.  Flocks  of 
sheep  are  grazing  around  them.  In  the  distance  a herdsman  is  seen  advancing 
hurriedly  in  pursuit  of  his  goats,  which  have  taken  fright,  and  are  rushing  forward 
towards  a precipice  in  front  of  the  picture,  over  which  one  is  actually  falling  with 
his  feet  uppermost  in  the  air.  The  wide  mass  of  trees  to  the  left  is  dense,  and  of  a 
deep  yellow-brown  tone. 

In  the  middle  distance  to  the  right,  i&  a graceful  group  of  trees  and  buildings, 
and  a castle  connected  with  a bridge  of  five  arches  crossing  the  water  in  the  centre. 
The  foreground  is  in  deep  shade,  with  only  some  portions  lighted  on  their  upper  edge 
by  the  hazy  sun. 

A fine  mellow  picture,  very  genuine.  The  signature  just  per- 
ceptible on  the  round  stone  in  front,  below  the  falling  goat,  is  now 
unfortunately  no  longer  legible. 

This  picture  is  engraved  by  Earlom  in  the  “Liber  Veritatis,”’ 
vol.  i.  pi.  53.  See  also  Smith’s  “Catalogue  Raisonne  of  the  Works 
of  Claude,”  p.  219. 

In  the  inventory  of  the  effects  of  the  “ late  Marquis  of  Tavi- 
stock,” taken  in  April  and  June,  1767,  this  picture  is  specified  at 
p.  67,  as  “ a landscape,  by  Claude  Loraine.” 

In  the  text  to  Earlom’ s “ Liber  Veritatis,”  published  in  17775 
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the  original  painting  is  mentioned  as  being  still  in  the  possession 
of  the  Bedford  family. 

Dr.  Waagen  merely  observes  of  this  picture,  p.  286:  “A  large 
“ landscape,  in  very  broken  colours,  of  his  later  time,  but  poetically 
“ conceived,  and  of  delicate  atmosphere.” 

Canvas.  4 ft.  10  in.  x 3 ft.  10^  in. 

ALBERT  CUYP. 

(1605 — still  living  in  1683.) 

Born  at  Dort ; he  excelled  equally  in  portrait  and  landscape-painting, 
but  his  works  in  the  latter  class  are  by  far  the  most  numerous.  He  followed 
the  trade  of  a brewer.  His  father,  Jacob  (Jerri tz  Cuyp,  had  also  exercised 
the  pencil,  and  was  one  of  the  founders  of  the  Academy  at  Dort. 


15.  (43.)  LANDSCAPE,  WITH  ARTIST  SKETCHING. 

A long  square  picture.  Formerly  in  the  possession  of  the 
Right  Hon.  Richard  Rigby. 

Painted  on  one  solid  piece  of  oak  (wainscot),  bevelled  at  the 
back. 

An  extensive  view  across  a flat  open  country,  intersected,  in  the  middle  distance 
by  a navigable  river,  beyond  which  the  ground  rises  to  a hill  crowned  with  a church 
and  some  houses.  The  wide  expanse  of  country  is  beautifully  varied  with  trees, 
hedges,  and  a few  cottages.  In  the  front,  in  the  right-hand  corner,  is  a peasant  boy 
sleeping  on  the  ground  near  four  sheep.  Beyond  these  are  a gentleman  and  his 
servant,  who  have  dismounted  from  their  brown  and  black  horses ; one  of  whom, 
perhaps  the  artist  himself,  is  seated,  sketching  the  soene  before  him  in  a large  book, 
whilst  the  attendant  stands  at  a distance,  resting  on  a stick,  observing  his  progress. 
The  delightful  warmth  of  a setting  sun  is  diffused  over  the  scene.  The  forms  of  the 
light  clouds  are  very  peculiar.  No  large  bushes  are  introduced  in  the  foreground, 
which  is  of  a deep  rich  brown  colour.  No  red  appears  in  the  picture,  excepting  a 
single  spot  on  the  knee  of  the  seated  gentleman.  As  his  face  is  not  seen,  it  cannot 
be  determined  whether  the  figure  represents  Cuyp  himself  or  a military  man  making 
observations. 

The  picture  is  signed  in  pale  yellow  on  central  foreground — 


oO 
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Dr.  Waagen,  vol.  ii.,  p.  285,  observes  : “ The  whole  scene  floats  in 
“ a warm  evening  light ; the  distance  especially  vanishes  in  the 
“tenderest  atmosphere.  A careful  picture,  of  admirable  sub- 
stance, of  his  second  period.” 

Smith,  in  his  “ Catalogue  Raisonne  of  the  Works  of  Cuyp,”  p. 
•327,  No.  151,  describes  this  picture,  and  in  the  supplemental 
volume,  p.  655,  No.  18,  gives  a brief  and  similar  description  of  it. 

Exhibited  at  the  British  Institution  in  Pall  Mall  in  1818,  No. 
120  of  the  Catalogue. 

This  picture  was  offered  for  sale  at  Messrs.  Christie’s,  June  30th, 
1827,  No.  102  of  the  Catalogue,  wherein  it  was  thus  described' — 

“ Cuyp.  The  artist  in  front  drawing.  It  is  the  chef-d’oeuvre 
“ which  was  so  much  celebrated  in  the  collection  of  Mr.  Rigby.” 

Bought  in  for  570  guineas. 

Panel.  2 ft.  8^-  in.  x 1 ft.  8|  in. 

16.  (49.)  FISHERMEN  ON  THE  ICE. 

A long  square  picture,  painted  on  a very  solid,  sound  panel, 
composed  of  two  pieces  joined  horizontally. 

The  river  Maas  during  a severe  frost,  seen  under  the  effect  of  clear  mellow  sun- 
light in  winter  time.  Sixteen  fishermen,  all  placed  in  the  right-hand  half  of  the 
picture,  are  engaged  in  breaking  the  ice  with  poles,  catching  the  fish  in  nets  an 
putting  them  into  casks. 

A market  woman  seated  in  a sledge  drawn  by  two  brown  horses,  forms  a dark 
solid  group  in  the  extreme  left  of  the  scene.  Numerous  other  figures  give  life  to  the 
mellow  pale  hazy  distance  : a suttling  booth,  windmills,  a heavy  sledge  drawn  by  a 
white  horse,  and  two  young  men  skating  are  prominent  objects.  Behind  the  men 
drawing  the  net,  rise  a few  slender  leafless  shrubs,  and  on  the  extreme  right  in  the 
^distance  is  the  pointed  spire  of  a church.  A few  blocks  of  ice  are  strewn  about 
on  the  frozen  surface. 

Regarding  the  principal  figures  more  in  detail,  it  may  be  noted  that  three  of  the 
taen  stand  in  the  centre  with  poles,  steadying  the  net  which  six  others  are  dragging 
towards  the  right.  Three  men  in  caps,  and  one  with  a landing-net  stand  behind 
them.  On  the  extreme  right  a man,  who  seems  to  direct  operations,  wearing  a 
scarlet  coat  and  an  embroidered  fur  cap,  is  putting  fish  into  a barrel.  A white  dog 
beside  him  licks  the  ice.  These  figures  are  all  nearly  on  the  same  plane,  and  stand 
out  with  remarkable  effect,  dark  against  the  light  sky.  The  men’s  dresses  are 
mainly  brown  and  grey.  The  young  man  next  the  windmill,  holding  a landing-net, 
wears  an  intensely  bright  blue  cap. 

Signed  in  brown  on  side  of  sledge  to  the  left — 
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Engraved  in  line  by  James  Fittler  ih  Forster’s  “British  Gallery/’ 
folio,  1807,  pi.  43. 

Exhibited  at  the  British  Institution  in  1815,  No.  24  of  the 
Catalogue. 

This  picture  is  supposed  to  have  formed  part  of  the  celebrated 
collection  of  Mr.  Yander  Linden  van  Slingelandt,  sold  at  Dort  in 
1785,  on  which  occasion  the  English  and  French  dealers  are  said 
to  have  by  their  competition  greatly  enhanced  the  market  value  of 
works  painted  by  Cuyp. 

Smith,  in  his  Catalogue,  refers  to  a notice  of  a similar  picture 
which  was  in  the  possession  of  the  Prince  de  Conti  in  1779.  It 
was  however  painted  on  canvas  instead  of  panel.  (Smith’s  “ Cata- 
logue Raisonne  of  the  Works  of  Cuyp,”  pp.  285  and  286. 

Smith  describes  this  picture  in  the  same  volume,  p.  330,  No. 
161,  and  subjoins  the  following  observations  on  its  technical 
merits : — 

“ The  consummate  skill  of  the  painter  has  given  to  this  bald 
“ and  dreary  scene  an  aspect  the  most  agreeable  and  inviting,  by 
“the  cheering  presence  of  the  sun,  whose  warmth  appears  to 
“soften  the  sharp  frigidity  of  the  atmosphere,  and  to  diffuse  a 
“ sparkling  brilliancy  upon  every  prominent  object,  lighting  up 
“the  whole  scene  to  dazzling  brightness.  Groups  of  fishermen, 
“ whose  countenances  and  gestures  indicate  health  and  vigour,  aid 
“ materially  the  magical  effect,  which  is  perfected  to  illusion  by 
“the  delightful  truth  of  the  gradations,  and  purity  of  colour. 
“ This  matchless  example  of  art  was  purchased  by  the  noble  pos- 
sessor (1834)  for  the  sum  of  1200  guineas  about  twenty  years 
“ ago.” 

In  the  text  describing  this  picture,  the  Reverend  Edward 
Forster,  in  the  “ British  Gallery  of  Engravings,”  states  (1807):  “ It 
“ was  brought  to  England  about  thirty  years  ago,  and  was,  after 
“ successively  belonging  to  several  persons,  purchased  by  the  late 
“Duke  of  Bedford,  who  gave  twelve  hundred  guineas  for  it.” 

Dr.  Waagen,  vol.  ii.,  p.  285,  remarks  on  the  picture  in  the  fol- 
lowing terms.  “ The  effect  of  the  warm  sunlight  on  the  ice,  with 
“the  powerful  forms  of  the  fishermen,  is  quite  incomparable.  The 
“ picture  is  also  a remarkable  specimen  of  that  full  and  marrowy 
“execution,  and  that  wonderful  transparency,  which  render  the 
works  of  this  master’s  second  period  so  very  attractive.  I can 
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“ well  understand  the  late  Duke  having  been  induced  to  give 
“ £1200  for  this  well-preserved  chef  d’oeuvre.” 

Panel . 3 ft.  10  J in.  x 2 ft. 


17.  (64)  BROWN  HORSE  IN  A STABLE. 

Horse  standing,  in  side  view,  towards  the  right,  at  feeding  rack.  The  stable-door 
is  on  the  left ; straw  litters  the  ground.  A dark  and  richly  coloured  picture. 

There  is  no  signature  perceptible. 

Dr.  Waagen,  vol.  ii.  page  285,  observes  that  it  is  “ clear  and 
“ powerful  in  colouring,  and  carefully  finished.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  30th,  1827,  No.  76  of  the  Catalogue,  and  described  as  “Brown 
“ horse  in  a stable,  warmly  coloured.”  Bought  in  for  70  guineas. 

See  also  Smith’s  “ Catalogue  Raisonne  of  the  Works  of  Cuyp,” 
page  327,  No.  153. 

Canvas.  1 ft.  3%  in.  x 11?  in. 


18  (69.)  PRIZE  OX,  IN  PROCESSION. 

A fat  ox,  decorated  with  three  large  green  wreaths  wound  round  his  body,  is 
being  Conducted  in  procession  by  an  old  man  in  hat,  apron,  and  square  collar,  pro- 
bably the  butcher,  through  the  streets  of  a town,  attended  by  a ferocious-looking 
man  carrying  a long  stick  or  pole.  A drummer  precedes  them,  and  numerous 
children  stand  by  looking  on.  The  procession  moves  as  if  about  to  pass  under  a 
broad-arched  gateway  to  the  extreme  left.  On  the  opposite  side  are  seen  the  tall 
old-fashioned  houses  of  a public  square. 

Painted  in  a dull  grey  tone  with  deep  shadows,  the  gayest  parts 
being  the  brown  and  white  on  the  ox,  the  scarlet  leggings  of 
a boy  placed  in  front,  and  the  dull  crimson  sleeves  of  the 
drummer.  The  faces  are  timidly  painted.  Sky  a very  deep 
heavy  grey  colour.  This  is  probably  an  early  work  of  the  master. 
A similar  subject,  painted  by  Philip  Wouwerman,  is  in  the  collec- 
tion of  the  Louvre,  entitled  “Le  bceuf  gras  en  Hollande,”  No. 
565  of  Villot’s  Catalogue,  “ German  and  Flemish  Schools,”  1866. 

A curious  account  of  the  ancient  ceremonial  of  the  “ Boeuf 
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gras  ” will  be  found  in  Dulaure’s  “ Histoire  de  Paris,”  4th  edition, 
8 vo,  1826,  Bruxelles,  vol.  iv.,  pp.  51  to  54. 

Signed  in  dark  brown  on  dark  brown  in  left-hand  foreground — - 

Ac. 

The  panel  on  which  the  picture  is  painted,  is  composed  of  one 
single  solid  piece  of  wainscot. 

Dr.  Waagen,  vol.  ii.  p.  285,  pronounces  this  picture,  “An  ox 
“gaily  decorated  ; in  his  hard,  first  manner.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie,  30th 
June,  1827,  No.  88  of  the  Catalogue,  in  which  it  is  described  as  a 
“Flemish  prize  ox.”  It  was  bought  in  for  70  guineas. 

Panel . 2 ft  5|  in,  x 1 ft  7 in. 


19.  (72.)  A TRAVELLER  DEPARTING. 

A traveller  before  an  inn  is  about  to  mount  his  horse,  in  front  of  which,  to  the 
extreme  right,  stands  a white  saddled  horse,  which  is  boldly  foreshortened  ; the  head 
being  directed  towards  the  spectator.  The  gentleman  stands  on  the  further  side  of  his 
brown  horse  and  seems  to  be  adjusting  the  saddle.  Two  children  stand  at  the  inn 
door.  The  background  is  composed  principally  of  sky,  with  a very  low  horizon  and 
a square  church  tower  in  the  central  distance.  To  the  right  are  the  massive  trunks 
of  some  fine-grown  trees. 

Signed  in  yellow  letters  on  dark  brown  in  right-hand  corner — - 

o 

A richly-toned  picture.  The  faces  of  the  figures  rather  weak  ^ 
but  the  horses  are  very  finely  painted. 

It  is  painted  on  one  solid  piece  of  wood. 

Panel.  1 ft  3 \in.  x 11 J in. 


20.  (74.)  INTERIOR  OF  A RIDING-SCHOOL. 

A white  dappled  horse,  seen  in  profile  to  the  right,  is  about  to  be  mounted  by  a 
serving-man,  whilst  a cavalier,  on  a brown  horse,  advances  from  the  further  end  of 
the  long  room,  lighted  by  a square  window.  A tall  dark  post  rises  in  front,  on  the 
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fight,  before  which  are  fowls  and  a few  mussel  shells.  The  signature  A.  C.  may  be 
observed  on  a billet  of  wood  at  this  part  of  the  picture. 

Two  boys  stand  in  the  distance  underneath  the  window. 

No  dogs  are  introduced,  neither  are  stalls,  racks,  or  straw  shown. 

A richly  coloured  picture;  a worthy  companion  to  No.  72. 
Panel.  1 ft.  % in.  x Ilf  in.. 


DIBS,  OR  THEODORE,  YAM  BELEM. 

Born  at  Heusden  ; dates  uncertain.  A clever  painter  of  temples,  palaces, 
churches,  and  public  buildings.  He  was  at  first  instructed  in  painting  by 
Frank  Hals,  from  whose  style  and  subjects  he  certainly  deviated  very  widely. 

His  pictures  are  frequently  enlivened  with  figures  by  Van  Herp  or  Harp, 
His  name  has  frequently  been  spelt  Van  Da-len  and  Dselens,  but  his  signature, 
on  a fine  architectural  piece  at  Blenheim,  dated  1655,  appears  in  full, 

D.  van  Delen. 

He  has  also  been  confounded  with  Dalens  the  landscape  painter.  The 
date  of  his  death  is  not  known. — -Stanley’s  Synopsis , and  Bryan. 


21.  (95.)  INTERIOR  OF  A NOBLEMAN’S  MANSION.  Dated  1683. 

A spacious  hall,  peopled  with  richly  dressed  figures.  An  inner  room,  with  fire* 
place,  is  seen  far  beyond,  through  a richly  carved  doorway  across  the  black  and  white 
pavement.  The  ceiling  is  fiat,  and  pannelled  with  oak.  A square  red  bedstead 
is  in  one  corner  of  the  room  to  the  right  of  central  doorway.  On  the  opposite  side 
in  front  of  two  large  windows  is  a red-covered  table  on  which  a servant  is  placing 
a flagon.  A gentleman  wearing  his  hat  and  a cloak  offers  a glass  to  a lady.  On  the 
extreme  right  is  a handsome  fireplace,  supported  by  large  terminal  figures,  and 
massive  gilt  dogs  on  the  hearth,  with  the  liun  of  Zeeland  on  a metal  plate  at  the 
back  of  the  chimney.  Facing  this  fireplace  is  a noble  porch,  supported  by  dark  red 
columns.  A prominent  group,  consisting  of  four  persons  conversing,  are  attired  in 
brilliant  costumes.  All  the  figures  are  standing,  and  the  gentlemen  wear  their  hats. 
No  mat  or  carpet  relieves  the  polished  black  and  white  floor.  The  picture  is 
painted  with  extreme  minuteness  and  wonderfully  finished  ; but  fails  to  produce 
anything  more  than  a formal  effect.  The  heads  and  arms  of  the  ladies  are  remark- 
ably small.  A sense  of  the  clearness  of  pure  daylight,  notwithstanding  all  this 
gaudiness  of  colours,  pervades  the  scene. 

The  artist’s  signature  is  in  black,  upon  the  black-grey  archi- 

t c 
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trave  of  chimney  on  the"  right-hand  side.  The  colour  is  sharply 
laid  on,  and  projects  from  the  ground  on  which  it  is  painted— 

T 1635 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie; 
June  30th,  1827,  No.  77  of  the  Catalogue,  and  thus  described : 
“Van  Delen.  Interior  of  Hall  of  a Nobleman’s  dwelling.” 

Bought  in  for  15J  guineas. 

Panel.  1 ft.  10  in.  x 1 ft.  4 in. 


DUBBfiLS.  (Christian  name  uncertain.) 

Of  this  painter’s  life  nothing  is  known.  He  is  associated  in  some  degree 
with  Bakhuizen,  hut  whether  his  pupil,  or  even  instructor,  is  not  decided; 
opinions  incline  to  the  latter.  Balkema  gives  the  Christian  names  of  Henry 
and  Thierry.  Peter  Dubbels  was  attached  to  a winter  piece  sold  in  1778. 
His  works  show  a more  decided  affinity  to  those  of  Vander  Cappelle  than 
to  Bakhuizen  or  Vander  Velde. 

A fine  example  of  Dubbels,  belonging  to  the  Duke  of  Northumberland* 
was  exhibited  at  the  Royal  Academy  in  1873,  No.  206  of  the  Catalogue. 


22.  (60.)  BOATS  IN  A CALM. 

An  upright  square  picture.  A river  scene.  The  brown  sails  of  the  boats  are 
reflected  in  the  calm  water  with  great  truthfulness.  The  figures  introduced  are 
dark  brown.  Very  heavy  masses  of  grey  clouds  seen  descending  from  the  upper  left- 
hand  corner.  There  is  a dark  shoal  in  the  foreground. 

The  picture  is  somewhat  harshly  painted,  and  heavy  in  tone, 
but  very  masterly,  and  betrays  more  affinity  to  Van  der  Capelle 
than  to  Bakhuizen,  with  whom  the  name  of  Dubbels  is  so  generally 
associated. 

Dr.  Waagen,  vol.  ii.  page  285,  thus  comments  on  the  picture : 
“ Dubbels.  A sea-piece  : of  singular  truth,  power,  and  trans- 
*“  parency.” 

Camas.  1 ft.  7 in.  2 ft.  0 J in. . 
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BIH  ANTHONY  VAN  DYCK. 

(1599—1641.) 

Yan  Dyck  was  bom  March  22nd,  1599,  at  Antwerp,  where  his  father  was 
a merchant.  His  first  instructor  in  art  was  Yan  Balen.  He  was  the  most 
distinguished  pupil  of  Rubens;  and  at  an  early  age  obtained  an  unequalled 
reputation  as  a portrait  painter.  Before  his  twentieth  birthday  he  was 
admitted  a Master  of  the  Antwerp  Corporation  of  Painters.  By  the  advice 
of  Rubens  he  visited  Italy  in  1623,  and  spent  five  years  principally  sojourning 
at  Genoa,  Rome,  and  Yenice.  His  first  visit  to  England,  1630-31,  was  of 
short  duration;  but  in  1632  he  returned,  under  an  express  invitation  from 
King  Charles  I.,  who  bestowed  especial  favours  on  him,  and  lodged  him  in 
the  royal  palace  at  Blackfriars.  A pension  of  £200  per  annum  for  life  was 
assigned  to  him,  and  in  1633  he  received  the  honour  of  knighthood.  He 
died  at  Blackfriars,  December  9,  1641,  and  on  the  eleventh  of  the  same 
month  he  was  buried  in  the  Cathedral  of  St.  Paul,  near  to  the  tomb  of  John 
of  Gaunt.  Notwithstanding  his  expensive  manner  of  living,  he  left  property 
to  the  value  of  about  £20,000.  He  married  Mary  Ruthven,  grand- daughter 
of  the  Earl  of  Gowrie,  and  by  her  left  an  only  child,  a daughter ; she  was 
baptized  Justiniana  on  the  same  day  that  her  father  died,  and  became  the 
wife  of  Sir  John  Stepney,  of  Prendergast,  Baronet. 


23.  (35.)  FRANCIS  FRANCK,  JUNIOR. 

Painted  in  grisaille.  Half-length,  figure,  face  nearly  in  profile,  turned  and 
looking  towards  the  left ; falling  lace  ruff  close  under  chin  ; black  mantle  thrown 
over  his  left  shoulder,  resting  his  left  hand  on  a sculptured  piece  of  architecture. 
A fluted  column  to  the  left  of  his  face. 

Inscribed  along  the  top  of  the  panel  : 

‘ ‘ Francyscus  Franck  Jun.  ” 

This  portrait  is  engraved  by  Hondius  in  the  “Centum  leones,’ ’ 
No.  68  of  the  series.  The  engraving  is  not  reversed. 

Young  Frank  was  born  at  Antwerp  in  1580,  and  received 
instruction  in  art  from  his  father.  After  three  years’  study  in 
Italy  he  returned  to  Antwerp,  and  became  a member  of  the 
Academy  there  in  1605. 

He  painted  historical  pictures  and  figure  subjects,  and  sur- 
passed his  father  in  colouring.  He  died  1642. 

Panel . 9f  in.  x 7f  in. 

to  2 


24.  (36.)  THOMAS  WILLEBORTS,  called  30SSCHAERT. 

Painted  in  grisaille.  Seen  to  the  waist ; figure  turned  to  the  right,  with  right 
hand  raised  to  the  breast,  Face  seen  in  three-quarters  to  the  right,  looking  at  the 
spectator ; plain  white  square  collar,  smooth  youthful  face,  hair  long  and  flowing, 
parted  over  the  forehead  ; ears  not  visible.  Background  a uniform  flat  tint. 

This  is  painted  on  a somewhat  smaller  panel,  without  writing 
on  the  front. 

It  is  not  engraved  in  the  “ Centum  leones,”  but  was  published 
by  Yan  den  Enden.  (Smith’s  “ Catalogue,”  Yan  Dyck,  p.  230, 
No.  822.) 

Thomas  Willeborts,  called  Bosschaert,  was  born  at  Bergen-op- 
Zoom  in  1(513.  At  first  self-taught,  he  afterwards  studied  for  four 
years  at  Antwerp  under  Gerard  Segers,  and  thence  proceeded  to 
Italy.  He  became  an  admirable  historical  and  portrait  painter. 
In  1649  he  was  made  Director  of  the  Academy  at  Antwerp,  and 
died  in  that  city  in  1656. 

Panel . 9 \ in.  x 6J  in , 


25.  (37.)  MARTIN  PEPYN. 

Painted  in  grisaille.  Half-length  elderly  figure ; both  hands  are  shown.  Facer 
three-quarters  to  the  left,  thin  hair  and  beard,  falling  ruff,  cloak  over  his  left  arm. 
Light  admitted  from  the  right-hand  side  ; sloping  wall  behind.  The  thumb  of  his 
right  hand  is  not  passed  inside  the  girdle  as  in  the  engraving. 

Engraved  the  reverse  way  by  S.  Bolswert  in  the  " Centum 
leones,”  No.  67. 

Weak  and  unsatisfactory  in  execution. 

Described  in  Smith’s  “ Catalogue  Raisonne,”  p.  105,  No.  371. 

Inscribed  in  black  letters  on  the  back  of  the  panel — 

“ MAKTINVS  PEPYN 
Pictor  Humanarum  Figurarum 
VAN  DYCK.” 

A similar  head,  finely  painted,  of  this  artist  by  himself,  an  oval 
on  panel,  is  in  the  collection  at  Woburn,  No.  115  of  the  Cata-- 
logue. 


Panel , 9 \ in.  x 7J-  in. 
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26.  (38.)  ANDREW  COLYNS,  of  Nola. 

Painted  in  grisaille.  To  the  waist,  resting  his  left  hand  on  an  antique  head  of 
Laocoon  and  looking  towards  the  left  with  animated  expression.  He  wears  a falling 
lace  frill,  and  his  sleeve  is  slashed,  shewing  a richly- striped  lining.  His  right  hand 
is  raised  as  if  speaking  in  reference  td  the  sculpture.  The  head  of  Laocoon  is 
deficient  in  detail,  and  the  hands  are  poorly  modelled. 

It  is  engraved,  the  reverse  way,  by  Peter  de  Jode,  in  the 
“Centum  leones,”  plate  73.  Smith’s  “ Catalogue  Raisonnd,” 
p.  20,  No.  57. 

Inscribed  in  black  letters  on  the  back  of  the  oak  panel — 

“ANDREAS  COLYNS  DE  NOLE 
STATVARIVS  ANTWERP^ 

VAN  DYCK.” 


The  large  picture  of  this,  life-size,  half-length,  on  panel,  is  at 
Munich,  No.  321  of  the  1860  Catalogue  of  the  Pinakothek. 

Andrea  Colyns,  a sculptor  of  Nola,  was  a member  of  the 
Academy  of  Antwerp  in  1627,  and  had  practised  in  that  city  some 
time  before. 

tie  was  a skilful  artist,  as  his  own  monument  in  the  church  of 
Notre  Dame  at  Antwerp  testifies. 

(Nagler.) 


Panel.  9 \ in.  x 7 in. 


27.  (39.)  JOHN  MEYSSENS,  the  Engraver. 

Painted  in  grisaille.  Half  length  figure,  youthful  countenance,  with  a pro- 
fusion of  hair,  moustaches  and  a pointed  tuft  below  the  lower  lip;  face  seen  in  three- 
quarters  to  the  right,  looking  at  the  spectator.  The  right  hand  raised,  holding  a 
cloak.  His  plain  white  collar  is  large  and  square  cut,  and  falling  to  the  shoulders. 
An  artist’s  palette,  set  with  colours,  is  placed  on  the  pedestal  of  a pilaster  and  a 
scroll  hanging  from  it  to  the  right,  having  a male  figure  with  a sword  or  sceptre 
lightly  sketched  on  it. 

This  is  the  best  painted  head  of  the  series.  It  is  greyer  in  tone, 
but  has  also  rich  deep  brown  shadows. 

It  is  not  in  the  “Centum  leones,”  but  has  been  engraved  by 
Cornelius  Galle.  See  Smith’s  “ Catalogue  Raisonne,”  p.  193* 
No.  668. 


22 


Inscribed  in  black  on  the  back  of  the  oak  panel — 

Joannes  Meysens  Jun. 

233. 

Jan  Meyssens  was  born  at  Brussels  in  1612,  and  practised  por- 
trait painting  and  engraving.  He  also  carried  on  an  extensive- 
business  in  the  sale  of  prints.  His  paintings  are  superior  to 
his  engravings.  He  painted  Henry  of  Nassau,  and  the  principal 
persons  of  his  court.  Balkema  states  that  he  died  at  Brussels  in 
1666. 

(See  Bryan,  edited  by  Stanley,  and  Nagler’s-  Kiinstler  Lexikon.) 

Panel.  8 \ in.  x 7 } k 


28.  (40.)  GEYARTIUS. 

Half-length  figure,  face  seen  in  three-quarters  towards  the  right,  and  looking  in. 
same  direction  ; smooth  cheeks,  moustaches  turned  up  ; wearing  a rich  lace  open* 
collar.  A fur-trimmed  cloak  covers  Ins  right  arm,  his  left  hand  rests  on  a book, , 
with  the  fore-finger  between  the  leaves,  on  a ledge  in  front  of  the  picture.  A tree 
in  the  background  to  the  left.  Hot  painted  with  such  power  and  mastery  of  form 
as  the  engraving  by  P.  Pontius  in  the  “ Centum  leones,”  plate  27,  would  lead  ono 
to  expect.  The  painting  is  the  reverse  way  of  the  engraving. 

The  writing  on  the  back  of  the  panel  has  been  effaced.  Only 
the  words  “VAN  dyck”  are  legible.  The  title  under  the  engrav- 
ing by  Pontius  is  “clarissimus  vir  Casperius  Gevartius  Juriscon- 
“sultus  Archigrammateus  Antverpianus,  Consiliarius  et  Historio- 
“graphus  Caesar eus.”  See  Smith’s  “Catalogue  Raisonne,”  p.  209, , 
No.  739. 

Gevartius,  son  of  John  Gevartius,  a learned  historian  also,  was 
born  at  Antwerp  1593,  where  he  began  his  studies  in  the  Jesuits’ 
College,  and  continued  them  afterwards  at  Louvain  and  Douai. 
He  became  secretary  to  his  native  city,  and  in  1611  was  appointed 
State  Councillor  and  Historiographer  to  the  Emperor  Ferdinand 
3rd.  He  was  a highly  distinguished  philologist.  Died  at 
Antwerp  1666,  aged  73. 

This  head  of  Gevartius  differs  entirely  from  the  celebrated 
portrait  bearing  the  same  name  in  our  National  Gallery.  That 
picture  is  now  considered  to  represent  Yander  Gheest,  also  one  of 
the  painter’s  friends. 
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Note. — There  are  small  square  papers  pasted  on  the  backs  of  these  panels,  from 
35  to  40,  inscribed  in  modern  writing  with  the  names  of  the  persons  represented. 
Each  is  signed  “ G.  P.  H.  ” by  George  Perfect  Harding,  a well-known  and  very 
skilful  copyist  of  ancient  paintings  and  especially  portraits. 

Panel . 9 \ in.  x 7 in. 


FABINATO. 

(1522—1606.) 

Born  at  Yerona.  Studied  the  works  of  Titian,  at  Venice,  and  of  Griulio 
Romano,  at  Mantua.  He  was  also  sculptor,  architect,  and  engraver.  His 
best  work  is  the  “Miracle  of  the  Loaves  and  Fishes,”  painted  in  his  old  age? 
at  Yerona,  1604.  The  “ Presentation  in  the  Temple,”  is  at  Berlin. 


29  (92.)  HEROD’S  FEAST. 

“ And  immediately  the  king  sent  an  executioner  (or  one  of  his 
“ guard)  and  commanded  his  head  to  be  brought ; and  he  went 
and  beheaded  him  in  the  prison, 

“And  brought  his  head  in  a charger,  and  gave  it  to  the  damsel : 
“ and  the  damsel  gave  it  to  her  mother.”  Mark,  chapter  vi.  verses 
27  & 28. 

Compare  also  Matthew,  chapter  xiv.  verse  6. 

A singular  composition,  painted  by  some  North  Italian  artist,  consisting  simply 
of  seven  figures. 

Herod  and  Herodias  are  seated  at  a table,  facing  the  spectator.  The  latter 
appears  to  be  receiving  the  head  of  St.  John  from  Salome  her  daughter,  a dignified 
.figure  wearing  a golden  crown,  and,  with  her  face  completely  in  profile,  looking 
directly  towards  the  king,  who  raises  his  left  hand  as  if  for  the  purpose  of  warning 
or  expostulation,  whilst  the  other  hand  rests  on  a napkin. 

Herodias,  a handsomely  dressed  figure,  leans  forward  to  receive  the  charger,  and 
turns  round,  looking  also  at  the  King. 

At  the  end  of  the  table,  opposite  to  Salome,  stands  a tall  burly  figure  of  a beard- 
less man,  in  official  costume,  more  like  a seneschal  or  king’s  butler  than  an  exe- 
cutioner ; and  in  front  of  the  table,  partly  obscuring  the  left  arm  of  Herod,  is  the 
dark  figure  of  a serving-boy,  with  his  back  completely  turned  to  the  spectator.  On 
the  paved  floor  on  either  side  of  the  boy  stands  a silver  wine-flagon,  with  a tall  neck. 
In  the  distance  to  the  right,  crossing  an  open  court,  are  two  figures  in  attitudes  of 
distress,  probably  two  of  John’s  disciples  going  to  the  prison  to  obtain  the  body  of 
their  master.  Part  of  a large  round  temple  is  seen  beyond  the  figures  last  described. 
The  table  is  but  poorly  furnished  for  a banquet.  There  are  neither  glasses  nor 
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plates  ; merely  some  portions  of  fish  and  slices  of  lemon  on  a metal  dish,  a small 
loaf  of  brmd  on  a square  folded  napkin,  a salt-cellar,  a richly  gilt  cup  or  hannap 
with  a cover,  and  three  knives.  There  is  no  indication  of  a nimbus  or  glory  round 
the  head  of  St.  John.  The  hands  of  the  female  in  profile  (Salome)  are  not  at  all 
visible,  and  only  one  hand  of  Berodias  is  seen,  holding  the  dish.  Which  of  the  two 
females  is  really  the  recipient  remains  very  doubtful. 


In  representations  of  this  subject,  the  feast  is  generally  attended 
by  numerous  guests. 

Mrs.  Jameson,  however,  observes  : “ In  Italian  I believe  they  do 
“ not  usually  call  Salome  ' la  dansatrice/  but  ‘ la  saltatrice  ’ — a 
“ contemptuous  appellation.  But  the  daughter  of  Herodias  was 
“ certainly  a princess,  and  it  seems  hardly  consonant  with  our 
“ ideas  of  Eastern  manners,  that  such  a person  should  dance 
“ before  Herod  and  his  guests.  It  may  be  for  this  reason  that  in 
“ some  pictures  only  Herod  and  Herodias  are  at  table,  and  Salome 
e<  seems  to  dance  only  to  please  her  mother  and  stepfather.” 

See  the  “ History  of  Our  Lord,”  by  Mrs.  Jameson,  completed 
by  Lady  Eastlake.  London,  1864,  p.  298. 

Dr.  Waagen,  vol.  ii.  p.  284,  attributes  this  picture  to  Farinato 
and  thus  describes  it : 

“ The  daughter  of  Herodias  with  the  bead  of  John  the  Baptist;  good  picture* 
“ here  erroneously  bearing  the  name  of  Ceorgione.” 

Canvas.  6 ft.  (H  in.  x C ft.  3 in. 


GREGORIO  FIBAXJZA. 

(Died  1820.) 

A landscape  painter,  who  formed  himself  on  the  models  of  Claude  Lorraine 
and  Salvator  Bosa,  whom  he  imitated  closely.  He  passed  off  imitations  for 
originals.  Re  was  assisted  by  La  Croix.  Many  Englishmen  sought  his  works 
with  avidity.  Prince  Chigi  possessed  a copy  by  him  of  Claude’s  landscape  in 
the  Doria  Palace. 

Nagler,  page  318,  states  that  the  Duke  of  Bedford  purchased  many  of  his 
pictures. 
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30.  (70.)  -LANDSCAPE. 

Rocky  scene,  a coarse  imitation  of  Salvator  Rosa.  Two  men  seated  on  a rock  in 
the  centre  ; dark  water  to  the  left.  The  trunks  of  two  trees  are  crossed  on  the 
extreme  right.  Ruggedly  treated,  the  paint  thickly  laid  on. 

Canvas.  2 ft.  2 in.  x 1 ft.  7 \ in. 


31.  (87.)  LANDSCAPE. 

A small  picture  in  imitation  of  Salvator  Rosa.  A romantic  rocky  scene,  with  a 
cascade  to  the  left.  The  solitary  figure  of  a soldier  is  seated  on  a stone  in  front. 
General  tone  of  the  picture  brown  and  sombre. 

Canvas.  2 ft.  1 J in.  x 1 ft.  6^  in. 


32.  (88.)  LANDSCAPE. 

Wild  landscape  ; water  surrounded  by  lofty  rocks  ; large  trunks  of  trees  to  the 
extreme  left,  an  Italian  castle  on  a rock  in  the  centre  of  the  picture.  Bathers  on 
rock  in  front. 

A coarsely  painted  picture. 

Canvas.  ^ ft.  4J  in.  x 3 ft,  3J  in. 


GOVAERT  FLI NK. 

(1@14_16Q0.) 

Born  at  Cleves  in  1611  ; died,  1660.  His  father  was  Treasurer  to  the 
city  of  Cleves,  where  young  Govaert  was  originally  placed  in  a merchant’s 
counting-house.  The  society  of  artists  being  more  congenial  to  him,  he 
became  the  scholar  of  Lambert  Jacobs,  a paiuter  of  small  distinction,  and 
after  some  time  entered  the  school  of  Rembrandt,  and  became  one  of  his 
ablest  assistants.  He  painted  many  good  portraits  of  distinguished  persons, 
and  some  of  his  historical  pictures  hold  a Tery  high  rank.  Stanley,  in  his 
“ Synopsis  of  Dutch  Painters,”  page  291,  observes  : — 

“ It  is  true  that  he  does  not  equal  his  master  in  the  magic  of  colouring 
“ and  chiaroscuro,  but  there  is  a truth  and  sobriety  in  both,  and  no  deficiency 
“ of  strength  and  vigour,  keeping  clear  of  palpable  imitation,  and  evincing 
11  that  he  understood  the  rules,  though  he  did  not  pursue  the  practice  to 
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i(  its  fullest  extent.  He  selected  historical  subjects  with  good  judgment, 
“ according  to  the  situations  they  were  intended  to  occupy,  and  there  is 
<<  much  greater  elevation  in  the  characters  than  m those  of  Rembrandt. 

See  picture  of  “ Joseph,”  by  Rembrandt. 


PHILIP  FRXJITIERS. 

(1625—1677.) 

Born  at  Antwerp.  Pupil  and  assistant  of  Rubens,  who  frequently  employed 
him  to  copy  his  works  in  small.  Good  examples  of  his  works  are  at  Windsor, 
and  at  the  Duke  of  Norfolk’s. 


33,  (l.)  THE  GARDEN  OF  LOVE. 

From  a large  and  celebrated  picture  by  Rubens  at  Madrid. 

Tliis  animated  composition  exhibits  a company  of  eleven  splendidlyjf attired 
ladies  and  gentlemen  amusing  themselves  in  a parterre  in  front  of  the  richly  carved 
portal  or  vestibule  of  a palace,  within  which,  seen  through  an  arched  opening, 
adorned  by  a sculptured  group  of  the  Three  Graces,  is  a second  company  of  gallants 
and  damsels. 

A fountain,  composed  of  a large  stone  basin  surmounted  by  a figure  of  Yenus 
seated  on  a dolphin,  occupies  the  extreme  right  of  the  picture,  and  below  this  a 
cavalier  (supposed  to  represent  Yan  Dyck),  accompanying  a young  lady  raising  a 
fan  of  feathers  in  her  right  hand,  are  descending  a flight  of  stone  steps,  followed  by 
a spaniel.  A gentleman  in  a red  cloak,  embracing  a lady  on  the  opposite  side,  is 
supposed  to  be  intended  for  Rubens  himself. 

In  the  centre  three  ladies  form  the  principal  group,  two  seated  and  one 
reclining  on  the  grass,  accompanied  by  three  naked  Cupids,  or  Amorini.  One 
of  these  has  a bow,  another  an  arrow,  which  he  hides  behind  him  as  if  reserved 
for  sudden  use,  whilst  a third  sings  lustily  from  a music  book,  to  the  accompani- 
ment of  a lute  played  by  a young  man. 

There  are  several  repetitions  of  this  composition,  although  with 
considerable  variations,  in  different  public  galleries ; the  best 
among  them  being  those  at  Madrid  and  Dresden.  The  ones  at 
Vienna,  Gotha,  and  Copenhagen  have  much  less  claim  to  originality. 

The  original  painting  at  Madrid  contains  fewer  principal 
figures  than  any  of  in  the  others  ; but  it  has  the  compensation  of 
a much  more  numerous  assembly  of  figures  in  the  vestibule  of  the 
building. 
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In  the  picture  at  Dresden  an  additional  figure  of  a gentleman 
lying  on  the  ground  will  at  once  be  observed,  whilst  another  lady, 
wearing  a high-standing  ruff  or  collar,  seems  to  be  endeavouring 
to  help  him  to  rise.  Two  more  ladies  take  part  in  the  com- 
position, and  the  statue  of  Yenus  upon  the  fountain  is  very 
different.  Instead  of  sitting  or  crouching  she  stands  erect  and 
raises  a dolphin’s  head  from  which  the  water  pours  forth. 
Two  Amorini  there  sport  among  the  roses  growing  in  front  of  the 
porch  • but  no  Cupids  appear,  as  in  the  present  version  and  the 
Madrid  picture,  descending  through  the  air  from  the  upper  left- 
hand  corner  with  arrow  and  doves.  The  composition  contains 
nine  females,  five  gentlemen,  and  ten  Cupids. 

A similar  picture  formerly  belonged  to  M.  de  Piles  in  1768, 
which  has  been  engraved,  the  reverse  way  of  the  original,  by 
Lempereur,  with  an  inscription  giving  de  Piles  as  the  owner’s 
name. 

The  Dresden  picture,  No.  839  of  J.  Hubner’s  excellent  Cata- 
logue, is  stated  to  have  been  in  the  collection  of  the  Countess  de 
Yerrue,  and  purchased  in  1712  from  the  Carignan  Gallery  at  Paris, 
for  12,000  livres. 

The  Madrid  picture  is  described  by  P.  Madrazzo  in  his  Cata- 
logue of  the  Royal  Collection,  1845,  No.  1576. 

At  Copenhagen  this  subject  forms  one  of  a set  of  four  pictures 
representing  the  four  seasons. 

The  earliest  engraving  known  of  this  composition  is  a large 
woodcut,  by  Ch.  Jegher,  which  adheres  to  the  Madrid  type  in 
having  fewer  figures.* 

Pet.  Clouwet,  or  Clouet,  engraved  the  Madrid  picture  in  1665, 
omitting,  however,  the  company  in  the  vestibule.  See  also* 
Smith’s  “ Catalogue  Raisonne  of  the  Works  of  Rubens,”  1830. 
8vo,  pp.  86132,  and  166. 

Mrs.  Jameson  observes  in  a note  to  Major  Robert  Noel’s  trans- 
lation of  Dr.  Waagen's  “Essay  on  the  Life  and  Works  of  Rubens,” 
p.  108  : “ Rubens  must  have  been  nearly  sixty  when  he  conceived 
“ this  gay,  charming,  epicurean  group,  which  affects  the  sense  and 
“ fancy  like  a bouquet  of  fresh -gathered  flowers.” 


* See  Nagler,  “Kiinstler  Lexikon,  ” s.  v.  Rubens,  page  584. 
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This  transcript,  however,  is  cold  in  tone,  much  worn,  and  the 
colours  have  faded. 

On  the  back  of  the  metal  is  a written  paper  consisting  of 
twenty-six  lines  in  Spanish,  giving  an  account  of  Mytilene  and 
Lesbos,  but  nothing  whatever  bearing  upon  the  actual  history  of 
the  picture  itself. 

Metal.  2 ft.  4 in.  x 1 ft.  8 in. 


CLAUDE  GELLEE,  called  CLAUDE  DE  LORRAINE. 

(1600—1082.) 


See  CLAUDE. 


SAWREY  GILPIN,  E.A. 

(1733—1807.) 

Born  at  Carlisle,  1733.  Son  of  a captain  in  the  army,  who  had  sufficient 
knowledge  of  drawing  to  teach  the  rudiments  to  him.  Placed  with  Scott, 
the  marine  painter,  in  London.  The  Duke  of  Cumberland  patronized  him, 
and  sent  him  to  Newmarket  to  paint  his  favourite  racers.  In  1771  Gilpin 
exhibited  his  picture  of  “ Gulliver  ” at  the  Spring  Gardens  Exhibition  Room, 
and  this  greatly  enhanced  his  reputation.  Gilpin  was  admitted  Associate  of 
the  Royal  Academy  in  1795,  and  became  an  R. A.  in  1797.  He  and  Barret, 
the  landscape  painter,  used  to  work  very  much  together,  Gilpin  contributing 
the  animals  to  Barret’s  scenery,  and  Barret  supplying  a background  to  Gilpin’s 
horses.  His  brother,  the  Rev.  William  Gilpin,  was  the  author  of  popular 
books  on  Picturesque  Scenery.  He  died  at  Brompton,  March  8th,  1807. 


34.  (85.)  GULLIVER  WITH  THE  HORSES  (HOUYHNYMS). 

Gulliver,  kneeling  on  the  ground,  within  a mystic  device,  marked  out  on  the 
sand  by  ridge-lines  after  the  manner  of  a fortification,  looks  towards  the  left  at  a 
white  horse.  Other  horses,  some  brown  and  others  grey,  surround  him.  The  back- 
ground is  composed  of  lofty  rocks  and  trees,  and  a grey  sky.  The  light  is  admitted 
from  the  right-hand  side. 


This  picture  was  exhibited  by  the  Duke  of  Bedford  at  the 
British  Institution  in  1817,  No.  129  of  the  Catalogue. 


It  was  first  exhibited  by  Gilpin  in  the  Spring  Gardens  Exhi- 
bition of  the  Royal  Incorporated  Society  of  Artists  of  Great  Britain, 
in  1771,  No.  43  of  the  Catalogue,  where  it  was  described  as 
follows: — “ Gulliver  taking  his  Final  Leave  of  his  Master,  the 
Sorrel  Nag,  &c.,  and  the  Land  of  the  Houhynhunms,”  and  very 
highly  thought  of  at  the  time. 

The  back  of  the  canvas  has  been  relined. 

Canvas . Dimensions  uncertain. 


GEORG-IONE  BARBAKELLI. 

(1477—1511.) 

Born  at  Castelfranco.  His  real  name  was  Giorgio  Barbarelli,  and  he  was 
called,  from  his  large  stature,  Giorgione.  Pupil  of  Giovanni  Bellini,  and 
fellow-pupil  and  rival  of  Titian.  His  earliest  works  were  hard  in  outline  ; 
the  later  ones  remarkable  for  grace,  richness,  breadth  of  colour,  and  an 
effective  arrangement  of  light  and  shade. 

See  “ Herod's  Feast."  By  Farinato. 


JAM  VAN  GOYEN. 

(1598—1650.) 

Born  at  Leyden,  1596.  Encouraged  in  the  study  of  an  by  his  father, 
who  lived  in  easy  circumstances.  Studied  first  under  Schilperoot,  a land- 
scape painter,  and  afterwards  under  John  Nicolai.  Under  the  instruction  of 
Esais  Vandevelde,  of  Haerlem,  his  superior  talent  developed  itself.  The 
Dutch  landscapes  and  river  scenes  which  he  painted  on  a large  scale  are  of 
great  excellence,  but  unfortunately  for  his  fame,  his  smaller  pictures  were 
executed  in  a slight  flimsy  manner,  and  with  colours  that  have  lost  all  their 
original  vivacity.  He  was  the  instructor  of  many  of  the  best  Dutch  painters 
of  his  period.  Died  at  the  Hague,  1656.  (Stanley’s  Synopsis , and  Bryan.) 


85.  (90.)  BOATS  ON  RIVER. 

River  scene.  The  level  shore,  and  distant  hills  beyond  the  river,  diminish 
towards  the  left.  A boat,  with  men  in  it,  immediately  in  front  towards  the  right, 
form  a very  dark  and  prominent  object.  Cattle  stand  on  a bank  in  the  foreground. 
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A church  spire  is  on  the  opposite  shore,  and  a iarge  square  mass  of  building  is 
discernible  in  extreme  distance  to  the  left. 

The  general  tone  of  the  picture  is  very  brown,  The  clouds  are 
broken,  and  look  very  heavy  against  the  pale  blue  sky.  The 
picture  seems  to  have  been  carelessly  painted  ; but  has  suffered 
from  cleaning,  and  is  now  in  bad  condition. 

Dr.  Waagen,  vol.  ii.,  page  284,  observes  of  this  picture : “View 
“ of  a Dutch  Canal ; transparent  and  delicate.” 

Panel.  2 ft.  2 \ in,  x 1 ft.  8 in. 


BENJAMIN  VANBER  GTJCHT. 

Died  September  21,  1794.  Portrait  painter  and  picture-dealer.  Son  of 
John  Yander  Gucht,  an  engraver.  Painted  Garrick  and  various  actors  in 
character.  Drowned  near  Mortlake  in  crossing  the  Thames  from  Chiswick. 


36.  COVENT  GARDEN  MARKET. 

Taken  probably,  to  judge  by  the  costumes,  about  the  year  1780. 

The  view  looks  directly  towards  the  north-east  angle  of  the  Market.  The  sun- 
dial column,  here  discernible  over  the  stalls  and  sheds,  was  taken  down  in  1790. 
The  square  house  and  greengrocer’s  shop  to  the  extreme  left  forms  the  corner  of 
Henrietta  Street,  and  is  at  present  the  Unicorn  public-house,  kept  by  Whelpdale. 
The  site  from  which  the  view  is  taken  is  in  Henrietta  Street,  in  front  of  the  present 
London  and  County  Bank,  Nos.  5 and  6.  (1874.) 

The  east  side  of  James  Street  being  in  deep  shadow  indicates  that  the  artist  must 
have  worked  very  early  in  the  morning.  The  condition  of  the  houses  over  the  arcades 
shows,  on  comparison  with  Nebot’s  picture  No.  12,  that  many  changes  had  taken 
place  and  the  uniformity  of  the  buildings  had  become  considerably  impaired.  Street 
lamps  have  been  introduced  in  front  of  the  arcades,  and  the  house  at  the  corner  of 
James  Street  seems  to  have  been  rebuilt,  as  it  no  longer  maintains  the  same  levels 
or  external  decorations  as  the  rest.  The  higli-gabled  roof  of  Covent  Garden  Theatre 
rises  above  the  chimnies  at  the  north-east  angle  of  the  market. 

The  square  building  which  hides  part  of  the  column  is  probably  the  latest  relic  of 
“ King’s  Coffee  House,”  a common  shed  kept  by  a notorious  person  of  the  name  of 
Tom  King,  and  introduced  by  Hogarth  in  his  print  of  “Morning.”  It  was  once 
well  known  to  all  gentlemen  to  whom  beds  are  unknowm.” 

Although  painted  in  the  most  careless  and  undefined  manner, 
the  sketch  succeeds  in  giving  a great  effect  of  animation  and 
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reality  to  the  scene.  The  paint  is  laid  on  in  lumps,  streaks  and 
ridges,  and  unfortunately  much  dirt  has  lodged  itself  among  them. 

The  canvas  is  quite  plain  at  the  back.  Nothing  unfortunately 
is  known  of  the  history  of  the  picture.  A paper  fastened  to  the 
back  of  the  frame  is  merely  inscribed — 

“ Duke  of  Bedford, 

“ Belgrave  Square .” 

Canvas.  1 ft.  6 in.  x 11  in. 


GIOVANNI  FRANCESCO  BARRXERI  GTJERCINO. 

(1575-1642.) 

Born  of  humble  parents  at  Cento.  At  first  self-taught,  then  studied  at 
Bologna  and  Venice,  and  finally  in  Borne,  where  he  became  attached  to  the 
school  of  Caravaggio.  After  the  death  of  his  patron,  Pope  Gregory  XV.,  in 
1623,  he  returned  to  his  native  place,  Cento,  where  he  remained  twenty  years, 
and  on  the  death  of  Guido,  in  1642,  removed  to  Bologna.  The  school  of 
painting  which  he  established  was  in  high  repute.  He  died  at  Bologna,  a 
Cavaiiere,  and  in  possession  of  considerable  wealth. 


37.  (is.)  SIBYLLA  CUMANA. 

Enclosed  within  an  octagonal  painted,  stone-work  border.  Life-size,  half  length 
figure.  The  face  seen  in  three-quarters  towards  the  right.  Wearing  a dull  grey- 
coloured  turban,  dark  yellow  dress,  lilac  girdle,  and  red  mantle.  Resting  on  a green 
covered  table,  and  holding  with  both  hands  a scroll  inscribed  with  faint  and  broken 
characters,  of  which  the  following  are  with  difficulty  discernable  : 

SALVI  CASTA  SION 
PER  MULTAQU-PASSA  PVLL 
SIBILLA  CVMA 

The  eyes  are  quite  lost  in  shade,  and  all  shadows  are  of  a deep  brown  tone. 

A comprehensive  account  of  the  ten  Sibyls,  first  mentioned  by 
Varro,  the  historian,  who  lived  above  a century  before  Christ,  will 
be  found  in  Mrs.  Jameson’s  “ Legends  o^  the  Madonna,”  page  212, 
and  Lady  Eastlake’s  “^History  of  Our  Lord,”  vol.  i.,  pages  245-258. 
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The  hooks  which  Tarquin  hesitated  to  obtain,  are  supposed  to  have 
been  offered  by  the  Cumsean  Sibyl.  In  Raphael’s  beautiful  fresco 
of  this  Sibyl,  in  Santa  Maria  della  Pace,  at  Rome,  the  inscription 
on  her  scroll  reads  in  Greek  characters  “ The  Resurrection  of  the 
Dead.”  The  Cumsean  Sibyl,  as  painted  by  Michel  Angelo  on 
the  ceiling  of  the  Cistine  Chapel,  is  of  a very  different  and  much 
more  vigorous  stamp. 

The  Sibyls  were  favourite  subjects  with  the  masters  of  the 
Bolognese  School,  and  Guercino  painted  several  variations.  His 
Samian  Sibyl,  now  in  the  Florentine  Gallery,  also  wearing  a 
turban,  is  perhaps  the  best  known. 

* Engraved  by  Lasinio  in  Zannoni’s  “ Galleria  di  Firenze,”  voL  i.  Tavola  8S. 

Canvas.  3 ft.  x 2 ft.  4 in: 


. GUIDO  RE'NI, 

(1575—1642.) 

Born  at  Calvazano,  near  Bologna.  Studied  first  under  Denis  Calvarh 
In  1595  he  entered  the  School  of  the  Caracci.  Settled  at  Rome  from  1602  to 
1620.  Returned  to  Bologna  and  established  a great  school  there.  His 
frescoes  and  oil  paintings  are  held  in  the  highest  estimation,  and  he  had 
numerous  imitators.  His  “Aurora,”  “Massacre  of  the  Innocents,”  and 
figures  of  the  Magdalen  and  Cleopatra,  are  most  universally  known  and 
repeated. 


38.  (s.)  VIRGIN  MARY  OFFERING  DOVES  IN  A BASKET. 

To  the  waist,  life-size;  Face  seen  in  three-quarters  to  the  left,  looking  up.  The 
head  is  covered  with  a yellow  veil,  and  a dark  blue  mantle  covers  the  shoulder.  She 
holds  the  basket  containing  the  doves  with  both  hands,  which  are  carefully  painted. 
A faint  glory  of  light  surrounds  her  head. 

Dr.  Waagen,  vol.  ii.  p.  283,  pronounces  this  picture  “ delicate 
“ and  clear  in  colouring,  careless  in  the  treatment  of  the  hands.” 


Canvas . 2 ft.  1 in.  x 1 ft.  9 in. 
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SIB  GEORGE  HAYTEB. 

(1792—1871.) 

Son  of  Mr.  Charles  Hayter,  author  of  a work  on  perspective,  and  teacher 
of  drawing  to  the  Princess  Charlotte.  Admitted  a student  at  the  Royal 
Academy,  where  he  received  two  medals.  Appointed  portrait-painter  to  the 
Princess  Charlotte.  Visited  Italy  and  resided  some  time  in  Rome,  and 
returned  to  London  in  1819.  He  had  considerable  occupation  in  portrait- 
painting, and  went  again  to  Italy  in  1826.  At  Paris,  in  1831,  he  painted 
the  most  eminent  persons  of  the  French  Court,  and  on  the  accession  of 
Queen  Victoria  in  1837,  was  appointed  Historical  Painter  in  Ordinary  to  He 
Majesty.  In  1842  he  received  the  honour  of  knighthood.  In  1818  he  had 
been  elected  a member  of  the  Academy  of  St.  Luke,  at  Rome,  and  subse- 
quently was  received  into  the  Academies  of  Parma,  Bologna,  Florence,  and 
Venice.  His  principal  work,  “ The  Interior  of  the  House  of  Commons,”  is 
now  in  the  National  Portrait  Gallery.  He  died  at  his  residence  in  Marylebone 
Road,  London,  January  18,  1871, 


89.  (loi)  FIGURES  AT  THE  MOUTH  OF  A CAVERN. 


A small  picture  painted  in  imitation  of  Salvator  Rosa,  but  more  closely  ap 
proaching  the  style  of  Mortimer.  Two  soldiers  in  Italian  classic  armour,  one  of 
them  with  his  back  to  the  spectator,  are  leaning  over  the  rocky  edge  of  a precipice 
and  gazing  into  the  blaek  mouth  of  a cavern.  The  figures  stand  out  light  against 
the  deep  mass  of  shade. 

Canvas:  10  J m.  x 8 in: 


GEORGE  LAMBERT. 

(Born  about  1710.  Died  1765.) 

A clever  landscape  artist.  Studied  under  Hassel  and  imitated  Wootton, 
who  had  formed  himself  upon  the  Italian  school.  Lambert  painted  decorative 
subjects  cleverly,  and  obtained  celebrity  as  a scene-painter  at  Covent  Garden 
Theatre.  The  Beefsteak  Club  was  founded  under  his  auspices  in  the  painting 
room  of  the  theatre,  and  the  meetings  were  afterwards  adjourned  to  the 
Shakespeare  tavern  in  the  neighbourhood.  Several  of  Lambert’s  pictures 
were  spiritedly  engraved  by  Vivares. 

f D 


A 


34 


40.  (ioo.)  LANDSCAPE,  after  gasp  All  POUSSIN. 

A large  tall  square  picture,  looking  over  a distant  plain;  with  blue  mountains 
beyond,  the  horizon  being  placed  high  in  the  picture.  A graceful  cluster  of  lofty  trees 
oil  the  extreme  left.  On  the  winding  road,  in  the  foreground,  are  two  figures,  one  of 
them  reclining.  A town,  with  towers  and  a circular  building,  lies  deeply  sheltered 
among  hills  in  the  middle  distance. 

Copied  by  Lambert  from  the  celebrated  picture  by  G.  Poussin 
in  the  Stafford  Gallery. 

The  original  is  now  at  Stafford  House,  the  residence  of  the 
Duke  of  Sutherland  at  St.  James’s.  It  has  been  engraved  by  John 
Young  in  his  “ Catalogue  of  the  Stafford  Gallery,”  2 vols.,  4to, 
London,  1825,  vol.  i.,  No.  24,  where  the  descriptive  text  pronounces 
it  to  be  “ a view  of  Tivoli,  with  the  extensive  Campagna  of  Rome 
“ in  the  distance.” 

Compare  also  Mrs.  Jameson’s  “Private  Picture  Galleries,”  p.  197* 
No.  75. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
30th  June,  1827,  No.  104  of  the  Catalogue,  and  described  as 
“ Lambert.  Upright  Landscape,  a copy  from  the  well-known  G. 
“ Poussin  in  the  Marquis  of  Stafford’s  collection.” 

Bought  in  for  38  guineas. 

Canvas.  3 ft  4 in.  x 3 ft.  10f  in. 


F.  C.  LEWIS. 

(1779—1856.) 

A celebrated  engraver.  Born  in  London  ; studied  at  the  Royal  Academy. 
He  engraved  Girtin’s  views  of  Paris ; and  acquired  special  celebrity  for  the 
skill  and  fidelity  with  which  he  reproduced  the  finest  drawings  and  sketches 
by  the  old  masters.  He  was  extensively  employed  by  W.  Y.  Ottley  and  Sir 
Tv  umas  Lawrence  upon  these  subjects  ; but  in.  his  leisure  moments  he  painted 
views  of  landscape  scenery,  and  engraved  some  of  his  sketches  of  Devonshire 
rivers  He  died  at  Enfield,  December  18,  1856. 
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41.  (17.)  COVENT  GARDEN  MARKET,  Modern. 

The  view,  looking  due  east,  is  taken  from  the  house  at  the  corner  of  King  Street, 
before  the  central  portion  of  the  Market  was  built.  The  Market  is  here  represented 
under  the  cheerful  influence  of  a bright  afternoon  sun,  in  the  height  of  summer. 
The  picture  exhibits  a large  amount  of  pictorial  skill  in  the  combination  of  colours, 
with  very  powerful  and  well  massed  shadows.  The  most  prominent  object  in  the 
picture  is  the  solitary  figure  of  a lady  walking,  in  deep  mourning,  holding  a yellow 
parasol.  The  various  groups  of  figures,  and  the  masses  of  vegetables,  are  not  painted 
with  that  care  and  delicacy  which  distinguish  these  subjects  in  the  corresponding 
picture  of  the  old  Market.  Among  the  figures  here,  on  the  right-hand  side,  may  be 
discerned  Italian  beggar-boys  with  hurdy-gurdy,  monkey,  and  dog,  a man  going 
down  a trap-door,  and  on  the  opposite  side  a group  of  loungers  and  a poor  blind 
man.  Seven  arches  of  the  arcade  or  piazza  are  seen  between  the  left-hand  extremity 
of  the  picture  and  the  corner  of  James  Street.  The  shop  in  the  central  square 
building  is  now  occupied  by  Gaines,  a dealer  in  herbs. 


The  present  Market  was  erected  by  Wm.  Fowler,  architect,  at 
the  expense  of  the  Duke  of  Bedford,  in  1830. 

Although  F.  C.  Lewis,  best  known  as  a facsimile  engraver  of 
drawings  by  ancient  masters,  was  a frequent  contributor  to  the 
Rojml  Academy,  it  does  not  appear  that  this,  one  of  his  most 
important  pictures,  was  ever  exhibited  on  its  walls. 

Canvas.  4 ft.  5h  in.  x 2 ft.  9 1 in. 


JAM  LIMGE-LBACH. 

(1625—1687.) 

An  eminent  painter  of  out-of-door  subjects,  especially  the  exteriors  of 
buildings,  market  places,  and  sea-ports.  Born  at  Frankfort-on-the-Maine. 
Went  whilst  very  young  to  Amsterdam,  and  afterwards  to  Paris,  where  he 
redded  from  1(342  to  IG44.  He  spent  six  years  in  Rome,  and  in  1650 
returned  to  Amsterdam,  where  he  finally  settled  and  made  abundant  use  of 
the  materia  ' h he  had  obtained  whilst  sketching  in  Italy.  ..  s | ictures 
of  fairs  are  excellent.  Lingelhach  frequently  introduced  figures  and  animals 
into  the  pictures  of  Wynants  and  Ruysdael.  His  style  approached  that  of 
Wouwerman  and  Jan  Asselyn.  His  handling  is  free  and  neat,  and  Ins 
colouring  clear.  His  skies  and  distances  are  remarkable  for  aerial  perspective.; 
(Stanley’s  Synopsis , and  Bryan.) 
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42,  (93.)  TRAVELLERS  HALTING  IN  THE  NEIGHBOURHOOD 
OF  ROME. 

These  picturesque  ruins  clearly  represent  the  remains  of  the  Temple  of  Minerva 
Medica  near  the  Porta  Maggiore  on  the  Esquiline  Hill  of  Rome.  A gentleman 
mounted  on  a white  horse,  seen  in  profile  to  the  left  with  two  dogs  at  his  feet, 
appears  to  be  waiting  for  his  servant,  who  is  in  the  act  of  pulling  on  a very  large  hoot, 
whilst  a young  woman  in  blue  dress  seems  to  be  troubling  him  on  the  score  of  pay- 
ment. The  second  horse,  brown  in  colour  and  boldly  foreshortened,  is  being  held 
by  a dwarf  attendant  in  sheepskin  jacket,  a broad-brimmed  hat,  and  a scarlet  cloak 
over  his  arm.  Sheep  and  a shepherd  are  visible  to  the  right  at  the  extremity  of  the 
road.  A convent  bell  surmounts  the  square  building  on  the  opposite  side. 

The  figures  are  cleverly  painted,  much  in  the  style  of  Berchem,  but  very  defective 
with  regard  to  proportion,  the  heads  and  extremities  being  much  too  large. 

The  shadow's  are  of  a rich  deep  tone. 

On  the  hack  of  the  frame  is  written  in  small  letters  : “ Du 
Jardin , Elleve  ( sic ) de  Berghem  et  de  Paul  Potter  ” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie,  80th 
June,  1827,  No.  92  of  the  Catalogue,  with  the  following  descrip- 
tion : “ Lingelbach.  A cavalier  mounted,  and  a female  preparing 
“ to  mount,  but  paying  the  reckoning  at  the  door  of  an  inn  which 
“ is  contiguous  to  the  ruins  of  the  temple  of  Minerva  Medica.” 

Bought  in  for  45  guineas. 

Dr.  Waagen,  vol.  ii.  p.  284,  merely  observes  : “ A picture  appa- 
rently of  merit,  but  hanging  too  high  to  permit  an  opinion.” 

Canvas.  1 ft.  8 in.  x 1 ft.  5 J in. 


LORRAINE.  (See  CLAUDE.) 

Both  by  Nagler,  and  Villot  in  his  excellent  Catalogue  of  the  Louvre,  and  also  in  the 
Biography  of  Italian  Painters,  to  which  this  artist  is  admitted,  edited  by  R.  N.  Wornum, 
1855,  the  heading  Gelee  has  been  adopted.  In  the  National  Gallery  Catalogue,  and  the 
Manchester  Exhibition  Catalogue,  1857,  the  name  Claude  was  preferred  as  more  immediately 
known.  Bryan,  edited  by  Stanley,  gives  his  biography  under  the  heading  Lorraine. 


RAIMONDI  MARC  ANTONIO. 

(1487—1540.) 

A celebrated  engraver.  The  friend  and  assistant  of  Raphael,  many  of 
whose  finest  inventions  are  now  known  only  through  the  graver  of  Marc 
Antonio.  (See  “ The  Last  Supper,”  by  Sassoferrato.) 
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JAN  MIEL. 

(1660  -1604.) 

Called  also  Bicker,  and  by  the  Italians  “ Giovanni  della  Yite,”  was 
born  near  Antwerp,  1599.  Studied  under  Gerard  Seghers.  He  afterwards 
attached  himself  to  the  school  of  the  Caracci  in  Bologna  and  Rome.  He  was 
employed  by  the  Pope,  and  finally  entered  the  service  of  Charles  Emanuel, 
Duke  of  Savoy,  by  whom  he  was  knighted.  He  imitated  the  style  of  Peter 
van  Laer,  called  Bamboccio,  with  great  success.  A pastoral  scene  by  him  in 
the  Gallery  at  Florence  is  quite  in  that  manner.  ( Galleria  di  Firenze , vcl.  iv. 
tav.  38.)  Died  at  Turin,  1664. 


43.  (41.)  SHEPHERD  AND  CATTLE  DRIVER. 

An  oblong  square  picture.  Landscape  background,  grey  clouds  and  dark  trees. 
A young  man,  with  naked  arm  and  breast,  is  curbing  a saddled  ass:  a large  dog 
stands  at  his  feet.  These  figures,  turned  towards  the  left,  are  preceded  by  a young 
man  carrying  a stick  on  his  shoulder,  and  having  a white  fillet  bound  round  his  head, 
guiding  a flock  of  sheep.  A pointed  mountain  constitutes  the  central  distance. 
The  shadows  are  very  deep  brown  like  Bassano,  but  the  forms  and  position  of 
the  figures  are  more  timid  than  that  Italian  master.  This  picture  exhibits  a strong 
affinity  to  those  of  Bamboccio  or  Peter  de  Laer,  whose  works  he  so  frequently 
imitated. 

Dr.  Waagen,  vol.  ii.,  p.  286,  observes  of  this  picture : “ The  head 
“of  a donkey  especially  remarkable.” 

Canvas.  5 ft  7 in.  x 4 ft. 
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PIETRO  FRANCOS  SCO  MOL  A. 

(1612— 1683.) 

Son  of  an  architect,  Giovanni  Battista  Mola.  Born  near  Milan,  1612* 
Placed  by  his  father  in  the  school  of  the  Oavaliere  D’Arpino  at  Rome  ; studied 
at  Venice;  and  finally  inclined  towards  the  manner  of  Albani  and  Guercino. 
The  latter  painter  exercised  much  influence  on  him  for  light  and  shade.  His 
style  of  colouring  is  generally  strong,  with  forcible  shadows  and  vigorous 
action.  Mola  became  President  of  the  Academy  of  St.  Luke  at  Rome,  .where 
he  died  in  1668.  He  produced  several  etchings. 


44.  (68.)  BOY  AND  PIGEONS. 

The  life-size  figure  of  a boy,  in  rich  Venetian  costume  of  the  end  of  the  16th 
century,  kneeling,  towards  the  left,  at  a stone  pedestal  ; he  looks  back  over  his  left 
shoulder,  and  holds  a white  pigeon  with  both  hands.  A second  pigeon  lias  settled 
in  a small  niche  in  the  wall  above.  The  background  is  grey  sky.  The  boy’s  dress, 
with  puffed  trunk  and  hose,  is  such  as  Paul  Veronese  so  frequently  painted.  He 
wears  a small  white  frill  round  the  neck. 

The  general  effect  of  the  picture  is  gloomy.  The  shadows  are 
very  dark. 

Dr.  Waagen,  vol.  ii.  p.  285,  observes  : “ Portrait  of  a boy.  Very 
“ animated.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie,  30th 
June,  1827,  and  thus  described,  No.  105  of  the  Catalogue : 
“ J.  Mola.  A boy  with  a pigeon.  Painted  with  spirit  of  Guercino.” 
Bought  in  for  25  guineas. 

Canvas.  2 ft.  5 in.  x 3 ft.  2^  in. 


BARTHOLOMEW  ESTEBAN  MURILLO, 

(1618—1682.) 

The  greatest  painter,  excepting  Velasquez,  that  Spain  has  produced. 

Bartolome  Estevan  Murillo  was  born  at  Seville.  On  his  arrival  at 
Madrid  Velasquez  at  once  perceived  his  talent,  and  in  doe  season  recom- 
mended him  to  Philip  IV.,  and  his  minister  the  Count  Duke  of  Olivarez.  In 
1645  he  returned  to  Seville,  where  thirteen  years  later  he  established  an 
academy  of  art.  His  wife  was  a lady  of  fortune  of  Pilas,  and  his  house 
became  the  resort  of  people  of  taste  and  fashion.  He  died  in  consequence 
of  a fall  from  a scaffold,  whilst  engaged  on  one  of  his  paintings  in  the 
Church  of  the  Capuchins  at  Cadiz. 


45.  (4.)  MADONNA  AND  CHILD. 

From  the  Calonne  Collection.*' 

Life-sized  figures.  The  Virgin,  seen  to  the  knees,  sitting  to  the  right,  holds  the 
Infant  Saviour  in  her  lap,  nestling  his  head  in  her  bosom.  Both  figures  look 

*‘See  Buchanan’s  “Memoirs  of  Painting,”  vol.  i.,  page  240,  Ho.  80. 
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towards  the  spectator.  The  composition  is  remarkably  simple,  the  attitudes 
dignified,  and  the  tone  of  colour  clear  and  refined.  The  child  gazes  with  dark 
eyes  and  a solemn  expression,  with  a gesture  of  timidity  unusual  in  this  painter’s 
representation  of  the  holy  infant,  whilst  the  features  of  the  Madonna  are  derived  from 
an  unusually  pure  source,  and  apparently  from  some  Italian  model.  The  background 
is  quite  plain,  but  a pale  soft  light  is  perceptible  round  both  heads. 

A yellowish  veil  partly  covers  her  head.  The  sleeves  are  pink,  and  a deep  blue 
drapery  crosses  her  knees.  A white  linen  intervenes  between  the  mother’s  hands 
and  the  child’s  body.  A very  fine  Murillo,  with  deep  brown  shadows  and  silver 
half-tones. 

Dr.  Waagen  says  of  this  picture,  p.  283,  “ Of  pretty  action,  but 
“somewhat  realistic  in  form  and  heads.  Executed  in  his  yellowish 
“ transparent  tones.” 

Described  in  the  Catalogue  of  the  Calonne  Collection  as  “A 
“ graceful  and  well-placed  group,  in  his  finest  style  of  colouring.” 
Sold  March  25th,  1795,  for  205  guineas. 

Exhibited  at  the  British  Institution,  1821,  No.  123  of  the 
Catalogue. 

Canvas.  3 ft.  3 in.  x 2 ft.  5J  in: 


B.  MEBOT. 

Of  this  painter  nothing  is  known. 


40.  (12.)  VIEW  OF  OLD  CO  VENT  GARDEN  MARKET  IN  1735. 

The  view  is  taken  from  the  entrance  to  Great  Russell  Street,  looking  towards  the 
north-west  angle  of  the  square,  which  opens  into  King  Street,  showing  in  succession, 
as  the  eye  passes  along  towards  the  left,  the  column  with  a sun-dial  and  gilt  ball  on 
the  top  of  it,  the  east  portico  of  the  church  of  St.  Paul’s,  Covent  Garden,  and  a flag 
flying  from  its  western  belfry;  the  stocks,  entrance-gateway  to  the  churchyard,  a 
watch-house,  and  part  of  the  block  of  houses  now  occupied  as  the  “Unicorn”  tavern. 
To  the  right  of  the  centre  is  a receding  line  of  houses  forming  the  northern  side  of 
the  Market,  which  afterwards  becomes  King  Street.  At  this  point,  at  the  end  of 
the  Piazza,  the  palatial  residence,  occupied  in  those  days  by  Lord  Archer,  but  built 
originally  by  Admiral  Edward  Russell,  Lord  Orford,  and  now  known  as  Evans’ 
Supper  Rooms,  is  very  prominent.  To  the  right  of  this  mansion  is  a row  of  eight 
arches  which  constitute  the  modern  piazza  or  arcade  as  far  as  the  corner  of  James 
Street,  and  the  general  appearance  of  which  still  remains  unaltered,  Numerous 
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figures  of  buyers  and  sellers,  loungers,  porters,  and  servants,  are  introduced.  In 
the  central  distance,  near  the  column,  a crowd  surrounds  two  men  fighting.  In 
he  foreground,  following  in  succession  from  the  extreme  left  across  the  picture, 
may  be  noted  a knife-grinder,  an  old  woman  seated  in  a scarlet  cloak,  wearing  a 
black  pointed  hat,  a young  man  wheeling  a barrow  of  vegetables,  a gentleman 
paying  compliments  to  a young  lady,  a broad  open  space  of  unpaved  ground, 
and  a Jewish-looking  blind  beggar  venturing  across  the  road  led  by  a dog.  It  is 
observable  that  only  the  southern  half  of  the  square  was  then  occupied  by  booths 
or  stalls,  and  a plain  wooden  railing,  shewn  in  the  picture,  served  as  a boundary. 
All  the  gentry  here  introduced,  although  in  the  open  air,  are  bareheaded.  The 
attitudes  of  the  figures  are  remarkable  for  ease  of  manner  and  elegance,  and  tile 
fruit  and  vegetables  are  painted  with  great  truthfulness  and  remarkable  finish. 
The  street  traffic  carriages,  sedan  chairs  and  carts,  as  seen  in  the  distance,  is  very 
deserving  of  attention.  There  are  no  street-lamps. 

"With  the  exception  of  a curious  engraving  by  B.  Lens,  showing 
the  south  side  of  the  square,  the  sun-dial  column,  and  the  porch  of 
the  church  during  the  fireworks  to  celebrate  the  return  of  King 
William  III.  after  the  battle  of  the  Boyne,  September  10th,  1690, 
this  picture  may  be  regarded  as  the  earliest  known  representation 
of  this  interesting  locality.* 

All  the  details  here  represented  are  fully  confirmed  and  still 
further  explained,  by  Hogarth’s  well-known  engraving  called 
“ Morning,”  drawn  and  published  by  himself  in  1738,  being  only 
three  years  later  than  the  picture  before  us.  Hogarth’s  view  is 
taken  more  from  the  left,  much  nearer  to  the  church  and  to 
the  west  of  the  column,  which  is  altogether  out  of  sight.  There 
also  Lord  Archer’s  house  forms  a prominent  feature  ; and  a brazen 
pot,  placed  as  a sign  on  a post  at  the  corner  of  King  Street, 
is  equally  conspicuous  in  both  representations.  It  should  be 
borne  in  mind  that  Hogarth’s  engraving  is  printed,  as  usual  with 
him,  the  reverse  way. 

The  square  of  Covent  Garden  was  formed  at  tne  expense  of 
Francis,  Earl  of  Bedford,  by  Inigo  Jones,  about  the  year  163L 
The  north  side  was  bounded  by  the  Arcade  or  Piazza,  and  the 
south  by  the  wall  of  Bedford  House  Garden,  under  which  the 
market  was  originally  held.  The  column  in  the  centre  of  the 
square,  surmounted  by  a globe  and  dials,  was  completed  in 
December,  1668.  The  four  gnomons  upon  it  were  supplied  by 


* See  a curious  facsimile  of  this  rare  print  published  in  Smith’s  “Antiquities  of  West- 
minster/'  4to,  1837,  page  11. 
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Mr.  Wain  wright  at  this  date.  (Cunningham's  “Handbook  to 
London,”  1850,  page  143.)  The  column  was  taken  down  in 
June,  1790.  The  square  was  at  first  laid  with  gravel,  dry  and  well 
kept,  as  seen  in  the  picture. 

Lord  Orford  died  at  his  mansion,  November  26th,  1727,  which 
was  afterwards  occupied  by  Lord  Archer  till  1768.*  a/nd  subse- 
quently by  Mr.  James  West,  President  of  the  Royal  Society, 
whose  very  extensive  collection  of  books  was  sold  on  the  premises 
in  March  and  April,  1773.  The  front  of  this  house  was  said  by 
some  to  have  been  intended  by  Admiral  Russell  to  represent  the 
hull  of  a ship  ; but  it  was,  in  fact,  merely  an  importation  of  the 
Dutch  style,  since  most  of  the  facades  of  houses  in  Holland 
exhibit  the  same  characteristics.  The  date  on  the  sun-dial  is 
1780,  and  the  ball  on  the  summit  of  the  fluted  column  in  the 
picture,  is  actually  gilt  and  shaded  with  brown  colour. 

The  artist's  name  may  be  observed 


to  the  left  of  the  young  man  wheeling  a barrow  of  vegetables, 
under  a basket  placed  on  a stool. 

From  the  refinement  and  elaboration  with  which  every  part  of 
the  picture  is  finished,  and  from  a certain  “ air”  which  characterises 
the  figures — an  elegance,  with  consciousness  of  being  looked  at — 
and  the  general  tone  of  colour,  it  appears  to  be  the  production  of 
a French  hand. 

Dr.  Waagen,  page  284,  not  aware  of  the  existence  of  the  inscrip- 
tion on  the  picture,  accepts  it  as  the  work  of  Hogarth,  and 
pronounces  it  “ equally  remarkable  for  the  cleverness  of  the 
“ numerous  figures  and  for  the  careful  execution.” 

* Edward  Russell,  grandson  to  tlie  4th  Earl  of  Bedford,  was  created  Earl  of  Orford  in 
1697,  for  his  glorious  defeat  of  the  French  off  Cape  La  Hogue.  He  married  the  Lady  Mar- 
garet, daughter  of  the  1st  Duke  of  Bedford,  and  died  without  issue.  He  left  his  residence 
in  Covent  Garden  to  Lord  Archer,  who  had  married  his  grandniece  Catherine  Tipping.  The 
property  next  passed  to  Andrew  Lord  Archer,  his  son,  married  to  Sarah,  the  daughter  of 
James  West,  Esq.  See  Edmondson’s  “Baronage,”  vol.  i.,  page  33,  and  vol.  v.,  page  446 
For  an  account  of  James  West  of  Alscott,  said  to  be  descended  from  the  De  la  Warr  family,, 
see  Nichols  8 “Literary  Anecdotes,”  vol.  vi.,  page  344. 
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A curious  oil  painting  by  Van  Aken,  in  the  possession  of  the 
Marquess  of  Bute,  represents  Covent  Garden  about  the  same 
time,  but  it  is  not  so  carefully  finished,  and  the  proportions  of 
the  buildings  are  remarkably  incorrect.  The  artist  was  turned 
more  to  the  left  and  the  picture  exhibits  some  of  the  houses  on 
the  south  side  of  the  square,  with  the  present  steeple  of 
St.  Martin’s  Church  (completed  in  1726)  in  the  distance. 

Canvas . 4 ft.  11 J in.  x 2 ft.  in. 

ISAAC  OSTADE. 

(1617—1654.) 

Born  at  Lubeck,  about  1617.  Pupil  of  his  brother  Adrian,  and  for  a 
considerable  period  adopted  his  manner.  He  afterwards  altered  his  style* 
selected  out-of-door  scenes,  country  inns,  fairs  and  winter  scenes.  His  pictures 
are  rare,  and  command  a high  price  when  of  the  best  quality.  They  generally 
present  a rich  glow  of  colour,  tenderly  harmonized  and  are  most  skilfully 
graduated.  (Smith’s  Cat.,  vol.  i.  p.  179;  and  Stanley’s  Synopsis , p.  56.) 


47.  (103.)  TRAVELLERS  ALIGHTING  AT  A ROADSIDE  INN 

A large  and  spirited  composition,  but  in  the  style  and  with  that  peculiarity  of  tone 
which  distinguish  his  works  from  those  of  his  superior  brother  Adrian.  Travellers 
are  seen  arriving  from  the  left,  across  an  open  plain  under  the  soft  influence  of  an 
evening  sunlight.  The  inn,  a square  solid  building,  rises  on  the  extreme  right  hand. 
Below  the  wide-spreading  branches  of  a large  tree  in  the  centre  is  the  slender  spire  of 
a distant  church.  Various  figures  assembled  round  the  inn  door  are  partly  obscured 
by  a horse-trough  and  hencoop.  A man,  woman,  and  child  repose  in  the  front  right- 
hand  comer.  At  the  door  a gentleman  with  sword  and  belt  is  about  to  dismount 
from  a brown  horse,  whilst  his  companion  has  already  alighted  and  stands  by  the  side 
of  his  white  one.  A covered  cart,  followed  by  a woman  carrying  a broad  basket  on 
her  head,  are  rendered  Very  prominent,  as  their  intense  darkness  contrasts  powerfully 
with  the  light  sky. 


The  panel  oil  which  this  picture  is  painted  is  composed  of  three 
pieces  of  wood  joined  horizontally. 

This  picture  was  offered  to  public  sale  by  Messrs.  Christie, 
dune  BOth,  1827,  No.  107  of  the  Catalogue,  wherein  it  was  tlius 
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described  : “ Isaac  Ostade.  Halt  of  travellers  at  a public-house.” 
Bought  in  for  105  guineas. 

Dr.  Waagen,  vol.  ii.  p.  284,  thus  characterises  the  picture  : 
( Isaac  van  Ostade.  A party  before  a tavern,  two  of  them  on 
horseback  ; in  his  reddish  tones,  and  of  unusual  power.” 

This  picture  does  not  seem  to  be  referred  to  by  Mr.  John  Smith 
in  his  “ Catalogue  Raison  ne  of  the  Works  of  Isaac  van  Ostade,” 

Panel.  % ft.  2\  in.  x 2 ft.  7|  in. 


CORNELIUS  POLEMBURG. 

(1586—1660.) 

An  excellent  painter  of  cabinet  pictures.  Born  at  Utrecht.  Scholar 
of  Bloemart.  Visited  Italy.  Came  to  England  in  1637,  where  he  was 
patronized  by  Charles  I.  and  the  Royal  family.  Returned  to  his  native  city, 
and  died  there  in  1660.  He  introduced  figures  into  the  landscapes  of  Claude, 
Jan  Both,  and  Kierings. 


48.  (10.)  CYMON  AND  IPHIGENIA.  From  Boccaccio. 

Three  naked  nymphs  lie  sleeping  beneath  the  shade  of  a large  orange  coloured 
drapery  stretched  over  the  rugged  branches  of  an  oak,  which  tills  the  left-hand  half 
and  spreads  along  the  entire  top  of  the  picture.  Cymon  stands  with  his  figure 
partly  in  shadow,  on  the  edge  of  a piece  of  rock,  resting  with  both  hands  on  his 
staff  and  beginning  to  perceive  the  reposing  group,  to  which  he  is  being  sportively 
drawn  by  one  of  four  hovering  Cupids  or  Amorini  holding  him  by  his  right  ear. 
Another  of  these  Amorini  fixes  his  staff  by  grasping  with  both  hands.  The  third 
points  forward  with  both  hands.  A distant  pile  of  ancient  ruins  rises  on  the  extreme 
right.  These  buildings  are  painted  in  a manner  thoroughly  characteristic  of  the 
artist.  The  central  background  consists  of  a soft  clear  pale  blue  summer  sky  with 
a few  mellow  clouds  floating  across  it.  The  glow  of  sunlight  on  the  upper  part  of 
the  figure  of  Cymon  is  remarkably  brilliant.  A dog's  head  is  introduced  to  the 
extreme  left,  and  the  produce  of  the  chase  is  strewn  upon  the  ground.  The  oak-tree 
is  painted  with  many  of  the  peculiarities  of  Kierings  or  Cierinx,  with  whom  Poelem* 
burg  was  frequently  associated.* 


* See  Walpole’s  “Anecdotes,”  edited  by  Dallaway  and  Wornum,  page  345,  and  Stanley’s 
“ Synopsis  of  Dutch  Painters,”  page  102. 
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The  following  passage  from  the  Decameron  of  Boccaccio,* 
explains  the  meaning  of  the  artist 

“ As  soon  as  Cymon  cast  his  eye  upon  her,  as  if  he  had  never 
“ seen  the  face  of  a woman  before,  he  stood  leaning  upon  his  staff, 
“ and  began  to  gaze  with  the  utmost  astonishment  without  speak-' 
“ ing  a word." 

English  translation,  published  by  Sharp,  1822,  vol.  iii.  p.  4. 

4 £ The  fool  of  nature  stood  with  stupid  eyes 
“And  gaping  mouth,  that  testified  surprize, 

4 4 Fixed  on  her  face,  nor  could  remove  his  sight, 

44  Hew  as  he  was  to  love,  a novice  in  delight: 

44  Long  mute  he  stood,  and  leaning  on  his  staff, 

4 4 His  wonder  witnessed  with  an  idiot  laugh.” 

Dryden’s  “Cymon  and  Iphigenia.” 

Panel . 1 ft.  6J  in.  x 1 ft,  4 in. 


PAUL  POTTER. 

(1625—1654.) 

Born  of  a good  family  at  Enkhuysen,  a town  in  the  north  of  Holland,  1625s 
He  received  his  earliest  instruction  in  art  from  his  father,  Peter  Potter,  who' 
painted  subjects  of  still-life.  At  about  twenty  he  removed  to  the  Hague,  and 
Was  much  patronized  by  Maurice,  Prince  of  Orange.  In  1650  he  married 
the  daughter  of  an  architect  named  Balkinde.  The  pressing  invitations  of 
Burgomaster  Tulp,  induced  him  to  move  to  Amsterdam,  where  he  worked 
such  assiduity  as  to  bring  on  a consumption,  of  which  he  died  in  the  29th 
year  of  his  age.  He  was  gifted  with  agreeable  manners  and  had  a ready 
turn  for  conversation,  which  procured  him  the  esteem  of  many  persons  of 
eminence. 


49.  (so.)  CATTLE  IN  A LANDSCAPE. 

Oxen,  sheep,  goats,  a donkey,  are  grouped  naturally  on  a green  meadow  at  the’ 
foot  of  a sandy  hill,  upon  which,  to  the  left,  an  old  bell-ram,  sheep  and  goats  are- 
straying  in  search  of  pasture. 


* “ Giornata  quinta,  Novella  prima. 
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At  the  foot  of  a thin  oak  tree  (the  spare  leaves  of  which  have  faded  to  a positively 
blue  colour)  reclines  a woman  nursing  her  child,  a dog  is  seated  beside  her,  and  on 
the  other  side  of  the  stem  of  the  tree  stands  a bareheaded  shepherd,  looking  at  the 
spectator  and  playing  the  bagpipes.  A stick  and  gourd  lie  on  the  ground  at  their 
feet.  A round  tower  is  in  the  distance,  and  in  the  centre  of  the  picture,  the  eye 
reaches  over  a far  distant  level  plain.  Painted  with  extreme  truthfulness  to  nature, 
but  with  crude  touches,  and  great  facility.  The  reposing  sheep  and  thistles  in  the 
right-hand  corner  are  drawn  with  great  accuracy,  and  highly  finished.  The  foliage 
over  sand-  slopes  to  the  left  is  yellow  ochre  and  pale  green. 

The  signature  in  brown  letters  on  grey  sand  to  the  left  is 
isolated  and  prominent,  being  in  larger  letters  than  the  signature 


This  picture  was  exhibited  at  the  British  Institution  m 1815 
No.  Ill  of  the  Catalogue. 

It  was  sold  in  the  collection  of  M.  Yalckenier  in  1796  for  8025 
florins  (£272),  bought  by  Mr.  Bryan,  and  at  his  sale  in  1798 
knocked  down  for  1170  guineas.  Purchased  subsequently  for  the 
present  collection. 

There  is  a duplicate  of  the  picture,  bearing  the  same  date,  in 
the  Musee  at  Amsterdam.  (No.  245  of  the  1848  Catalogue  of 
the  Musde.) 

See  Smith’s  “ Catalogue  Raisonnd  of  the  Works  of  Potter,” 
p.  140,  No.  51. 

Dr.  Waagen,  vol.  ii.  p.  286,  thus  comments  on  the  picture : “ Of 
“ unusual  size  for  the  master,  a repetition  of  that  in  the  Gallery  at 
“ Amsterdam.  Though  most  carefully  finished,  the  animals  are 
“ not  so  powerfully  modelled,  and  the  touch  is  unusually  thin  and 
“ meagre.  The  green  of  a willow  (oak)  has  turned  blue,  and  the 
“sky  has  also  suffered.” 


A bright  landscape,  seen  under  the  influence  of  a warm  afternoon  sunlight, 
with  long  shadows  crossing  the  road.  The  sky  is  of  a rich  deep  blue  colour,  with 


on  No.  57— 


Canvas.  3 ft,  2|-  in.  x 2 ft.  8 in. 


50.  (57.)  A HAWKING  PARTY. 
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Bright'  clouds,  the  distant  hills  are  also  blue,  and  the  horizon  is  placed  nearly  on  a 
level  with  the  heads  of  the  figures.  Two  slender  oak  trees,  with  scanty  foliage, 
rise  on  the  left  side,  near  some  wooden  palings  bounding  a corn-field.  Sheaves 
of  corn  appear  in  the  far  distance.  The  company  consists  of  a young  lady,  mounted 
on  a dappled  white  horse,  wearing  a crimson  dress,  a white  feather  in  her  hair, 
and  holding  a falcon  on  her  wrist.  She  is  accompanied  by  a youthful  cavalier  in 
white-plumed  hat,  on  a reddish- grey  horse.  They  are  preceded  by  a gentleman  in 
grey  on  a prancing  horse  who  lifts  his  whip  over  his  head.  They  move  towards 
the  left.  Two  servants  in  red  livery  follow  them,  one  having  a gun  and  the  other 
carrying  the  usual  square  frame  furnished  with  hawks.  A heavy-built  coach,  drawn 
by  four  horses,  driven  by  a man  in  red,  containing  an  elderly  grandee,  are  seen 
advancing  on  the  extreme  right,  apparently  leaving  a stately  chateau  which  lies 
sheltered  under  the  steep  side  of  a sandy  hill.  Several  dogs,  some  of  them  leashed, 
give  great  animation  to  the  scene.  A small  bird  flies  in  the  air  above  the  lady. 

A remarkably  cheerful  picture,  executed  with  clear  and  sharp  touches.  The 
clouds  seem  really  floating,  and  are  painted  with  wonderful  delicacy.  The  red 
poppies  on  the  green  grass  are  remarkably  brilliant  in  colour.  The  horses  are  very 
slender  and  extremely  high-bred.  It  may  be  observed  that  no  cattle,  this  painter’s 
favourite  theme,  appear  in  the  picture. 

Signed  in  dark  brown  sharply-written  characters  on  the  shadow 
east  on  the  grass  from  the  stump  of  a tree  below  the  nobleman’s 
coach  to  the  extreme  right : — 


Dr.  Waagen,  vol.  ii.,  p.  286,  states  not  quite  correctly  that  the 
name  and  date  are  inscribed  “ on  a tree.”  He  observes  critically  : 
“ The  fresh  morning  light  is  remarkably  well  expressed,  though 
“ the  picture  is  less  solidly  painted  than  is  usual  with  the  master.” 
The  picture  is  described  in  Smith’s  “ Catalogue  Raisonne  of  the 
Works  of  Paul  Potter,”  p.  150,  No.  80.  He  states  that  it  is- 
painted  on  canvas  mounted  on  panel. 

It  was  offered  for  sale  at  Messrs.  Christie’s,  June  30th,  1827, 
No.  94  of  the  Catalogue,  and  entitled,  “ Burgomaster  and  his- 
“ Family  going  out  hawking.”  Bought  in  for  400  guineas. 


Canvas.  2 ft.  If  /in.  x 1 ft  10  in. 
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GASPAK,  POUSSIif. 

(1613—1675.) 

His  real  family  name  was  Dughet,  of  French  origin.  Born  in  Rome,  and 
brother-in-law  of  Nicholas  Poussin,  who  had  married  his  sister.  He  is 
essentially  a landscape-painter,  and  his  seenery  is  generally  adopted  from  the 
neighbourhood  of  Rome,  Tivoli,  and  Frascati-  After  seeing  the  works  of 
Claude  Lorraine  his  style  of  painting  became  less  heavy  and  sharply  defined. 
He  died  at  Rome  in  1675.  Nicholas  Poussin  frequently  added  the  figures 
to  his  landscapes.  He  has  Italianized  his  name  on  some  of  his  etchings  by 
signing  himself  “ Gasparo  Duche.” 

61.  (61.)  LANDSCAPE. 

A small  square  romantic  landscape.  Beyond  a dark  piece  of  water,  in  the  centre 
of  the  picture,  rises  a tapering  mass  of  rocks  and  foliage,  surmounted  by  a house  with 
sloping  roof ; a dark  building  with  the  sky  seen  through  an  arch  in  an  adjoining  wall 
are  prominent  below  on  the  slope  of  the  hill  towards  the  left.  In  the  foreground  a 
woman  dressed  in  blue  converses  with  a man  reclining  under  the  shade  of  a low  tree 
in  the  extreme  left.  His  drapery  is  of  a brilliant  red  colour. 

The  picture  is  very  genuine,  but  has  darkened  very  much  by 
time.  The  sky,  however,  is  a clear  sunny  yellow,  and  the  distant 
mountains  are  of  a pale  leaden  blue  tint,  which  do  not  produce  a 
harmonious  combination. 

Dr.  Waagen,  vol.  ii.,  page  285,  observes  of  this  picture  : “A  small, 
“ but  very  choice  and  careful  landscape.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  30th,  1827,  No.  97  of  the  Catalogue,  with  the  following 
description  : “ Small  landscape,  with  woody  and  broken  scenery, 
“ surrounding  a lake,  beyond  which  a ridge  crowned  with  build- 
“ ings,  and,  beyond  them,  a range  of  blue  mountains  enlivened  with 
“ a warm  sun  ; figures  are  reposing  in  the  front  ground.”  Bought 
in  for  70  guineas. 

Canvas.  1 ft.  6|  in.  x 1 ft.  2 in. 

NICHOLAS  POUSSIN. 

(1594—1665.) 

Born  at  Andely,  in  Normandy,  of  a noble  family  formerly  resident  at 
Soissons.  Placed  by  his  father  to  learn  the  principles  of  painting  from 
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Quintin  Varin,  Poussin  proceeded,  in  1612,  to  Paris,  where  he  studied  under 
various  masters,  and  worked  especially  from  prints  and  drawings  after 
Raphael  and  Giulio  Romano.  In  his  30th  year  he  visited  Rome,  where,  under 
the  influence  of  Du  Quesnoy  (il  Fiammingo),  with  whom  he  resided  in  the 
same  house,  Poussin  began  assiduously  to  study  the  remains  of  ancient  bassi 
relievi,  and  even  modelled  some  of  those  sculptures.  He  studied  anatomy 
practically,  and  worked  also  in  the  school  of  Domenichino,  whose  style  of 
colouring,  grafted  upon  the  severe  composition  of  antique  sculpture,  may  be 
recognised  in  many  of  his  best  productions. 

“ Like  Polidoro,  he  studied  the  ancients  so  much  that  he  acquired  a habit 
“ of  thinking  in  their  way,  and  seemed  to  know  perfectly  the  actions  and 
“ gestures  they  would  use  on  every  occasion.” 

Marino,  the  Italian  poet,  introduced  him  to  the  Cardinal  Barberini,  for 
whom  he  painted  some  of  his  most  celebrated  works.  But  Poussin  suffered 
severely  at  this  period  from  pecuniary  difficulties.  In  1640  he  returned  to 
Paris,  and  was  introduced  by  Cardinal  Richelieu  to  Louis  XIII.,  who  gave 
him  apartments  in  the  Tuileries,  and  appointed  him  his  painter-in-ordinary. 

He  returned  to  Rome  in  1642,  and  remained  there  to  the  period  of  his 
death,  November  19th,  1665.  He  was  buried  in  the  church  of  San  Lorenzo 
in  Lucina.  Poussin  excelled  also  in  landscape-painting,  and  instructed 
Gaspar  Dughet,  whose  sister  he  had  married  in  1629,  known  afterwards, 
through  this  connection,  as  Gaspar  Poussin.  Many  of  the  figures  introduced 
into  the  landscapes  of  the  latter  are  said  to  have  been  designed  by  Nicholas 
himself. 

(Wornuu,  Smith,  Bryan  and  Farqfhar’s  Italian  Painters.) 


52.  (14.)  DAVID  AND  BATHSHEBA. 

An  oblong  square  picture,  with  full  length  figures.  Bathsheba,  a noble  standing 
figure,  entirely  nude,  has- just  quitted  the  bath,  and  an  elderly  attendant  is  in  act  of 
putting  the  garment  over  her  head,  whilst  a younger  female,  kneeling  beside  her, 
with  her  face  lost  in  shadow,  dries  her  left  limb.  The  background  to  this  group  of 
figures  is  composed  of  a rich  oriental  palm  tree,  a cypress  tree,  and  an  arched  bower 
under  a deep-blue  sky.  A golden  vase  or  ewer  stands  on  the  ground  to  the  extreme 
right.  A square  mirror  on  a toilet- table,  and  a white  bird  perched  above  it,  occupy 
the  centre  of  the  picture.  Beneath  an  arcade,  to  the  left,  in  the  distance,  is  a small 
figure  of  David,  crowned,  and  enveloped  in  a yellow  mantle,  gazing  at  the  females. 

A highly  finished  picture,  with  dark  brown  shadows.  The 
crimson  on  the  toilet  table  and  on  the  drapery  of  the  kneeling 
figure  is  remarkably  powerful.  The  swarthy  complexion  of  the 
old  woman  contrasts  strikingly  with  the  fair  skin  of  Bathsheba. 
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I have  not  met  with  any  engraving  or  repetition  of  this  picture 
in  any  collection  ; nor  do  I remember  to  have  seen  this  subject 
treated  by  Poussin  before. 

The  picture  was  offered  for  sale  at  Christie’s,  June  30th,  1827, 
No.  99  of  the  Catalogue,  and  bought  in  at  155  guineas. 

It  appears  to  have  been  in  the  collection  of  the  Duke  of  Orleans 
in  1749,  and  of  M.  Robit  in  1801.  See  Buchanan’s  “Memoirs  ol 
Painting,”  2 vols.,  8vo.,  1824,  vol.  ii.,  pages  58  and  66. 

It  is  thus  described  by  Smith  in  his  “ Catalogue  Raisonne  of  the 
Works  of  Poussin,”  8vo,  1837,  No.  41,  page  23. 

“ Bathsheba  at  the  Fountain.  The  wife  of  Uriah  is  represented 
“ as  a beautiful  woman  attended  by  two  females,  who  are  assisting 
“ her  to  detach  her  under-garment,  preparatory  to  entering  the 
u bath.  King  David  is  seen  on  the  terrace  of  his  palace  in  the 
“ distance.  4 ft.  10  in.  by  3 ft.  3 in.  Collection  of  the  Duke  of 
“ Orleans,  1749.  Collection  of  M.  Robit,  1801.” 

Dr.  Waagen,  vol.  ii.,  page  284,  describes  the  picture  as  follows  : 
“ Nicholas  Poussin.  Bathsheba,  a noble  figure,  attired  by  an  old 
“ woman,  with  David,  and  another  female  attendant.  The  red 
“ ground  has  unfortunately  come  through  in  some  places.  Of  his 
“ earlier  period.” 

The  picture  has  been  re-lined. 

Canvas.  5 ft.  x 3 ft,  4 in.. 


m.  (86.)  THE  INFANT  MOSES  TRAMPLING  ON  THE'  CROWN 
OF  PHARAOH. 

From  the  Orleans  Gallery. 

The  figures,  eleven  in  number,  are  all  arranged  and  attired  according  to  the 
classic  customs  of  Greece  and  Home,  without  the  slightest  regard  to  any  of  the  pecu- 
liarities of  Egypt. 

Pharaoh,  seated  on  his  couch,  towards  the  left,  raises  his  hands  in  surprise  at  the 
naked  child  who  has  his  right  foot  within  the  circle  of  the  crown,  throwing  himself 
into  the  arms  of  an  attendant,  probably  his  own  mother,  who  energetically  endea- 
vours to  ward  off  the  blow  of  a knife,  raised  by  a bald-headed  slave  on  the  King’s 
right  hand.  Four  other  figures,  apparently  soothsayers,  stand  behind  the  couch, 
at  the  foot  of  which,  on  a separate  stool,  as  seen  in  classic  sculptures,  where  females. 
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ate  present  at  feasts,  sits  the  Princess,  wearing  a long  veil,  and  seemingly  in  the 
act  of  addressing  her  father.  Two  females  stand  behind  the  Princess,  the  more 
distant  one  of  whom,  by  the  grace  and  boldness  of  her  attitude,  seems  to  have  been 
copied  from  one  of  the  daughters  of  Niobe  in  the  famous  series  of  statues  preserved 
in  the  gallery  at  Florence. 

The  scene  is  laid  within  a walled  courtyard,  beyond  which,  to  the  left,  appears 
the  side  of  a temple  supported  by  five  Ionic  columns,  and  nearly  above  the  head 
of  Pharaoh  rises  an  isolated  and  majestically  spreading  date-palm  tree.  Notwith- 
standing that  the  tone  of  the  sky  is  very  heavy,  the  colour  of  the  tree  is  darker  still. 

The  general  appearance  of  this  picture  at  first  sight  is  far  from 
attractive.  The  glaring  red  of  the  mantle  of  the  man  standing 
in  front,  and  the  extreme  blackness  of  shadows,  with  cold  tone  of 
colour  on  the  figure  of  the  Princess,  are  almost  enough  to  deter 
anyone  from  bestowing  a further  examination  on  the  picture.  All 
the  faces  of  the  females  are  in  profile,  and  in  deep  shadow.  The 
admirable  arrangement  of  the  draperies,  the  classic  refinement  and 
grace  of  movement,  but,  above  all,  the  great  propriety  in  the 
action  of  the  hands,  soon,  however,  begin  to  ensure  attention  ; and 
a warm  interest  soon  possesses  the  spectator  through  which  all  the 
superior  qualities  belonging  to  the  highest  style  of  painting  will  be 
recognized. 

This  picture  belonged  originally  to  M.  de  Seignelay,  and  formed 
part  of  the  Orleans  Collection,  which  was  brought  to  England  and 
sold  in  1798.  The  Duke  of  Bedford  became  the  purchaser  of  this 
picture  at  the  price  of  400  guineas. 

It  has  been  engraved  by  Dambrun  in  the  “ Orleans  Gallery,”  and 
also,  in  outline,  by  Madame  Soyer  in  Landon’s  “ Yie  et  QEuvtes  de 
Poussin,”  4to,  Paris,  1809,  vol.  iii.,  plate  2. 

A similar  picture,  but  with  a dark  background,  consisting  of  the 
side  of  an  apartment  hung  with  drapery,  and  a difference  in  the 
number  of  the  attendants,  namely,  an  additional  female  with  her 
hand  to  the  throat  of  the  slave  raising  the  knife,  and  only  three 
soothsayers  standing  behind  the  king,  is  in  the  Gallery  of  the 
Louvre. 

It  was  painted  for  the  Cardinal  Massimi.  Engraved  in  the 
“Musee”  by  Bouillar  and  Niquet.  Louis  de  Lomenie,  Comte  de 
Brienne,  mentions  in  the  Latin  catalogue  of  his  collection,  in  1662, 
a picture  of  the  same  subject  by  Poussin.* 


* See  “Catalogue  of  the  Pictures  in  the  Louvre,”  by  Frederic  Yillot,  8vo,  Paris,  1867, 
■page  268,  No.  418.  The  difference  between  the  two  compositions  may  be  easily  seen  by 
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This  picture  was  exhibited  at  the  British  Institution  in  1818, 
No.  14  of  the  Catalogue. 

Described  by  Smith  in  his  “ Catalogue  Raisonne  of  the  Works  of 
Poussin/’  8vo,  London,  1837,  page  11,  No.  19. 

Dr.  Waagen,  vol.  ii.,  page  284,  observes  of  this  picture : “ Essen- 
“ tially  a repetition  of  the  picture  in  the  Louvre,  only  that  the 
m background  here  represents  an  open  court,  of  his  later  time,” 

The  legend  which  the  picture  illustrates  will  be  found  in  the 
pages  of  “ Josephus.”  See  Lodge’s  translation,  folio,  London,  1620, 
page  43.  “ Therm uthis,  daughter  unto  Pharao,  delivered  the 
infant  into  her  father’s  arms,  who,  after  he  had  embraced  and 
“ hugged  him  at  his  breast,  to  give  his  daughter  the  more  content 
u he  put  his  diadem  upon  the  child’s  head  ; but  Moses  pulling  it 
Ye  from  his  head  after  a childish  manner,  cast  it  to  the  ground,  and 
<(  spurned  it  with  his  feet,” 

In  Mrs.  Jameson’s  “ History  of  Our  Lord,”  continued  by  Lady 
Eastlake,  and  published  in  two  volumes  8vo,  1864,  vol.  i.,  page  175, 
is  an  account  of  the  child  Moses,  derived  from  the  Coptic  legends 
compiled  by  Mr,  Robert  Curzon.  The  story  goes  on  to  say  that 
Thermutis,  the  King’s  daughter,  when  he  was  three  years  old, 
brought  him  to  Pharaoh,  who  caressed  him,  and,  in  sport,  put  the 
crown  on  his  head,  when  the  child  eagerly  pulled  it  off,  and 
dashed  it  on  the  ground  : for  it  is  said  that  the  crown  was 
*e  engraved  within  with  figures  of  idols,  which  Moses  instinctively 
abominated.  Another  version  is,  that  the  crown  falling  off,  the 
child  accidentally  trampled  it  under  foot.  At  all  events,  those 
“ around  Pharaoh  looked  upon  it  as  a bad  omen,  and  they 
a counselled  the  King  that  he  should  be  slain.” — (“  History  of  the 
Prophet  Moses.”  Compiled  by  Hon.  Robert  Curzon.) 

Canvas . 4 ft.  7|  in.  3 ft  3f  in. 


RAIMONDI.  See  MARC  ARTTOHIO 


Reference  to  Landon’s  “ Annales  du  Musee,”  8vo,  Paris,  1803  and  1804,  where  both  pictures 
are  engraved.  The  Orleans-Bedford  one  in  vol.  4,  plate  57,  and  the  Massimi-Louvre  one  in 
vol.  vi.,  plate  49.  See  also  Buchanan’s  “Memoirs  of  Painting,”  London,  1824,  vol.  i., 
page  151. 
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HERMAN SZOOM  REMBRANDT. 

(1603  -1609.) 

Born  at  Leyden,  July  15,  1606.  Was  placed  at  the  Latin  school  there 
with  a view  to  his  studying  jurisprudence  afterwards  at  the  University,  but 
his  strong  predilection  for  art  induced  him  to  enter  the  school  of  Jacob  van 
Swanenburg,  and  after  three  years  he  studied  under  Pieter  Lastman,  at 
Amsterdam,  and  Jacob  Pinas  (see  London  Collection , No.  ) at  Haarlem. 
Having  been  successful  in  his  art,  he  settled  finally  at  Amsterdam,  and  in 
1634  married  Saskia  Uilenburg,  a lady  of  considerable  fortune.  She  died  in 
1642.  He  married  again,  but  of  his  second  wife  little  is  known.  The  ways 
of  Rembrandt  appear  to  have  been  improvident.  In  1656  he  was  publicly 
declared  insolvent.  His  abilities  in  etching  were  equal  to  his  skill  as  a 
painter,  and  his  works,  in  their  various  states,  have  always  commanded  high 
prices.  He  died  at  Amsterdam,  and  was  buried  in  the  Westerkerk  there, 
October  8th,  1669. 

54.  (li.)  JOSEPH  INTERPRETING  THE  BUTLER’S  DREAM. 

(Genesis,  chapter  xl.  verses  12  and  13.) 

A prison  scene.  Three  full-length  figures,  life  size.  Joseph,  a smooth-faced 
youth,  with  long  dark  hair  parted  in  the  middle,  seated  on  a rough  stone,  towards 
the  right,  points  to  the  clasped  hands  of  the  Butler  who  crouches  on  the  ground,  in 
a rich  dress  which  distinguishes  him  from  the  Baker,  standing  in  a melancholy 
attitude  in  the  centre,  supporting  his  head  on  his  hand,  and  resting  his  left  elbow 
on  the  pedestal  of  some  columns. 

A chain,  attached  to  the  stone  beneath  Joseph,  is  connected  with  the  foot  of  the 
Butler.  The  face  of  Joseph  is  unusually  soft  and  refined,  the  hands  also  are  care- 
fully painted.  The  general  tone  of  the  picture  is  very  rich,  with  broadly  massed 
shadows.  Neither  signature  nor  date  are  perceptible.  The  surface  of  the  canvas  has- 
suffered  from  neglect.  The  whole  picture  is  vigorously  executed,  and  the  work  of 
a great  master. 

Smith,  in  his  “ Catalogue  Raisonne,”  vol.  vii.  p.  9,  No.  23,  men- 
tions this  picture  as  having  been  in  the  collection  of  the  Prince  de 
Carignan  in  1743,  when  it  was  sold  for  1101  francs  (£44).  He  does 
not  describe  it. 

Dr.  Waagen,  vol.  ii.  p.  283,  attributes  this  picture  to  Flink. 
He  thus  describes  the  picture.  “ Flink.  Joseph  interpreting  the 
“ dreams  of  the  chief  butler  and  baker,  attributed  to  Rembrandt,. 
“ but  belonging  rather  to  his  admirable  scholar.  Well  composed, 
“ warm  in  tone,  and  careful  in  execution.’ 

Canvas.  6 ft.  2 in.  x 5 ft.  3 in. 
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55.  (66.)  GIRL  AT  A DOOR. 

A very  young  girl,  life  size,  leaning  forward  over  the  half-door  or  wicket  of  a 
dwelling-house,  on  which  she  rests  both  arms,  her  left  hand  being  laid  over  the  right. 
She  looks  earnestly  and  good-humouredly  at  the  spectator.  A rich  brown  fur  is  spread 
out  under  her  arms.  The  shadow  of  her  head  is  thrown  against  the  door-post  to  the 
right.  She  wears  two  rows  of  red  beads  round  her  neck,  and  the  only  white  upon 
her  figure  is  a triangular  piece  of  striped  linen  seen  where  her  dark  collar  is  joined 
below  the  neck.  Her  face  is  quite  childish,  with  a brilliant  complexion,  and  her 
light  yellow  hair  is  entirely  destitute  of  ornament.  The  hands  are  partly  lost  in 
subdued  shadow.  The  background  within  the  arch  is  intensely  dark.  As  a model, 
this  girl  is  one  that  Kubens  might  have  selected  to  paint  from. 

No  signature  is  perceptible. 

This  picture  was  offered  for  sale  at  Messrs.  Christie’s,  J une  30th, 
1827,  No.  112,  and  thus  described:  “ Rembrandt.  Girl  leaning 
over  the  wicket  of  a house  door.  Genuine.” 

Bought  in  for  200  guineas. 

Dr.  Waagen,  vol.  ii.  p.  285,  gives  the  following  description  of  the 
picture;-*— “ Portrait  of  a young  girl ; more  attractive  in  expression 
“ than  usual  with  him,  and  carefully  executed  in  a glowing  full 
w tone.” 

This  picture  is  not  noticed  by  Smith  in  his  “ Catalogue 
Raisonne  of  the  Works  of  Rembrandt;”  but  the  description 
which  he  gives  of  a picture  formerly  in  the  Robit  collection,  and 
now  in  the  possession  of  Mr.  Hibbert,  apparently  applies  to  this 
composition.  Here  the  girl  leans  “ with  both  arms,”  but  in  the 
Robit  picture  she  merely  rests  both  hands  on  the  wicket. 

Canvas . 2 ft  7 in.  x 2 ft.  10|-  in. 


REEL  See  GUIDO. 


RIBERA.  See  SP  AGE OLETT  O. 

SALVATOR  ROSA, 

(1615—1673.) 

Born  at  Borgo  di  Renella,  near  Naples.  Son  of  Vito  Antonio  Rosa,  a 
land-surveyor,  architect,  and  artist  of  moderate  standing.  Studied  under 
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Fracanzano,  Spagnoletto,  and  Aniello  Falcone,  the  latter  a celebrated  battle- 
painter.  He  also  studied  music  profoundly,  and  several  of  his  compositions 
are  still  deservedly  popular.  His  intercourse  with  banditti  and  his  actual 
experience  of  a rough  life,  concealment  in  woods  and  caves,  manifest  them- 
selves in  the  majority  of  his  works.  Salvator  was  also  a poet  and  satirist. 
His  “ Conspiracy  of  Catiline,”  in  the  Pitti  Gallery,  is  an  impassioned  com- 
position ; the  “ Belisarius,”  belonging  to  Lord  Townshend,  the  most  pathetic. 
Many  of  his  large  landscapes  exhibit  the  influence  of  Gaspar  Poussin,  with 
figures  possessing  all  the  energy  of  his  great  instructor  Spagnoletto.  He  is 
said  to  have  taken  part  in  the  insurrection  of  Masaniello,  and  to  have  painted 
his  portrait  more  than  once. 


56,  (76.)  ROCKY  LANDSCAPE. 

Paul,  the  hermit,  and  St.  Anthony  in  the  desert,  fed  by  a raven.  A wild,  rocky 
scene.  Two  saints  seated  at  the  mouth  of  a cavern,  formed  by  masses  of  rock  of 
a singularly  square  character,  combined  with  brown  trees  and  broken  branches.  A 
richly-coloured  picture,  with  deep  brown  shadows.  The  figures  are  small  in  propor- 
tion to  the  extent  of  the  picture. 

Mrs.  J ameson,  in  her  valuable  work  on  “ Sacred  and  Legendary 
Art,”  ed.  1850,  p.  439,  after  describing  the  meeting  of  these  two 
venerable  men,  thus  proceeds  : “ While  they  talked,  forgetting  the 
" flight  of  time  and  the  wants  of  nature,  there  came  a raven,  which 
“ alighted  on  a tree,  and  then  after  a little  space  flew  away,  and 
“ returned  carrying  in  his  beak  a small  loaf,  and  let  it  fall  between 
“ them ; then  Paul,  lifting  up  his  eyes,  blessed  the  goodness  of 
“ God,  and  said,  For  sixty  years,  every  day  hath  this  raven  brought 
u me  half  a loaf ; but  because  thou  art  come,  my  brother,  lo  ! the 
“ portion  is  doubled,  and  we  are  fed  as  Elijah  was  fed  in  the 
“ wilderness.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  30th,  1827,  No.  80  of  the  Sale  Catalogue,  in  which  it  was 
described  as  “ S.  Rosa.  Rocky  scenery.  Two  hermits  below.” 
Bought  in  for  61  guineas. 

Mentioned,  with  the  following  picture,  in  Lady  Morgan’s  “ Cata- 
logue of  Pictures  by  Salvator  Rosa,”  in  her  life  of  the  painter, 
Lond.  1824,  vol.  ii.  p.  371,  as  “View  of  a Cavern  and  a Romantic 
“ Scene.” 


* 
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Dr.  Waagen  also,  vol.  ii.,  p.  285,  notices  this  and  the  following- 
picture  as  “Two  rocky  landscapes  with  figures.  Of  unusually 
“ solid  execution.” 

Canvas.  1 ft.  7 in.  x 2 ft.  2 in. 

57  (77.)  GLOOMY  LANDSCAPE. 

A very  dark  scene.  Wild  and  withered  trunks  and  branches  of  trees  glitter  in 
front  of  an  impenetrable  mass  of  shadow.  Two  figures  in  foreground  to  the  left. 

Sisrned  in  left-hand  corner. 

O 

A genuine,  although  very  far  from  pleasing  picture.  It  is 
mentioned  by  Lady  Morgan  in  her  Life  of  Salvator  Rosa,  vol.  ii. 
page  37L 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie,  30th 
June,  1827,  No.  81  of  the  Sale  Catalogue,  and  therein  described 
as  “A  Woody  Solitude,  with  two  Figures.”  Bought  in  for  45 
guineas. 

Canvas.  1 ft.  7 in.  x 2 ft.  2 in. 

JOHA 11,  OR  HAMS,  ROTTENHAMME3EL 

(1564-1623.) 

Born  at  Munich  in  1564,  and  became  pupil  of  Donauer,  an  obscure 
painter.  Studied  in  Italy,  especially  afc  Yenice.  Jan  Breughel  and  Paul 
Brill  frequently  introduced  flowers  and  landscapes  into  his  pictures.  His 
pictures  are  gracefully  designed,  and  many  of  them  possess  the  splendour  of 
Venetian  colouring.  He  retired  to  Augsburg,  and  died  there,  1623.  He 
was  patronized  by  the  Emperor  Rudolph  II.,  and  made  a large  fortune,  which 
he  did  not  keep.  (Wornum,  and  Stanley's  Synopsis.) 


58.  (so.)  THE  FOUR  ELEMENTS,  represented  by  Children. 

Four  naked  children  holding  appropriate  emblems.  The  foremost,  to  the  right, 
representing  Fire,  crouches  over  a brazier  containing  fire,  beneath  which  lie  a flint 
and  steel,  and  matches.  On  the  ground  a frog.  The  one  to  the  left,  representing 
Water,  holds  up  a fish.  The  boy  behind,  representing  Air,  raises  a parrot,  holding 
a bird-pereli  in  the  other  hand.  The  fourth,  representing  Earth,  is  typified  by  a. 
figure  reclining  under  a fruit-tree,  holding  an  apple  in  his  left  hand. 
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A gaily-coloured  picture,  full  of  minute  details,  but  artificial  and 

unsatisfactory  in  execution. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  dOth,  1827,  No.  73,  and  described  in  the  Catalogue  as 
“ Rottenhammer.  Four  boys,  allegorical  of  Four  Seasons.” 
Bought  in  for  19  J guineas. 

Metal.  6 in.  x 7f  in. 

RUBENS. 

(1577—1640.) 

Bom  afc  Siegen,  in  Westphalia,  June  29th,  1577,  on  tire  da;/  of  St.  Peter 
and  St.  Paul.  His  father,  Jolin  Rubens,  had  emigrated  from  Antwerp,  and, 
soon  after  the  son  was  born,  settled  at  Cologne,  where  young  Rubens,  who  was 
intended  for  the  law,  remained  till  his  father’s  death  in  1587.  He  studied 
Art  at  Antwerp  under  Adam  wan  Noort  and  Otto  van  Veen  (Ottovenius),  and 
in  the  spring  of  1600  went  to  Italy  and  entered  the  service  of  Gonzaga,  Duke 
of  Mantua.  At  Rome  and  Venice  he  copied  several  pictures  for  the  Duke. 
In  1605  he  was  sent  on  a mission  to  Philip  III.  of  Spain,  and  there  painted 
the  portraits  of  the  chief  nobility.  In  1608  he  returned  to  Antwerp  under 
the  patronage  of  the  Archduke  Albert,  and  Isabella,  then  Governors  of  the 
Netherlands,  and  married  his  first  wife,  Elizabeth,  or  Isabella  Brandt,  in  the 
following  year.  He  visited  Paris  by  the  invitation  of  Marie  de  Medicis,  and 
commenced  the  series  of  pictures  commemorative  of  her  marriage  with 
Henri  IV.  and  her  subsequent  Regency.  In  1628  the  Infanta  Isabella, 
having  become  a widow,  sent  Rubens  on  a diplomatic  mission  to  Philip  IV. 
of  Spain,  and  to  Charles  I.  of  England,  by  whom,  in  1630,  he  was  knighted. 
The  King  of  Spain  bestowed  the  same  honour  on  him.  In  the  same  year  he 
married,  for  the  second  time,  a beautiful  young  lady  of  sixteen,  named  Helena 
Fourment,  and  died,  possessed  of  great  wealth,  at  Antwerp,  80th  May,  1640, 
and  was  buried  with  extraordinary  pomp  in  the  church  of  St.  Jacques. 


53.  (79.)  DEATH  OF  HIPPOLYTUS* 

A small  and  brilliantly-coloured  study  for  the  large  picture  now 
in  the  possession  of  Earl  Brownlow. 

* Hippolytus,  the  son  of  Theseus  and  the  Amazon  Hippolyte,  having  incurred  his  father’s 
displeasure  through  the  false  representation  of  Phaedra,  became  subject  to  the  vengeance  of 


* 


Om  tlie  extreme  left,  a marine  monster  in  the  form  of  a hippocamp,  with  strange 
green  crests  displayed  like  wings,  rises  from  the  boiling  waves,  scaring  the  four 
horses  of  a golden  chariot,  here  shown  broken  and  upset,  from  which  Hippolytus 
has  been  dashed  to  the  ground,  his  feet  still  remaining  entangled  in  the  reins,  as  he 
lies  on  one  of  the  jewelled  wheels  detached  from  the  chariot  by  the  shock.  A triton, 
blowing  a sea-shell,  rises  from  the  sea-foam  below  the  marine  monster,  and  on  the 
opposite  side,  in  the  far  distance,  two  young  men,  charioteers,  are  seen  escaping 
with  the  utmost  precipitation. 

The  foreground,  representing  sand,  is  strewn  with  small  shell-fish,  painted  with 
all  the  minuteness  and  precision  of  Breughel.  The  distance,  and  clouds  to  the  right, 
are  of  a deep  blue  colour. 


The  attitude  of  Hippolytus  as  he  lies  on  the  ground,  with  his 
sword  beneath  him,  and  no  covering  beyond  a brilliant  scarlet 
drapery,  appears  to  have  been  suggested  to  Rubens  by  an  antique 
gem  of  Prometheus,  which  both  Michael  Angelo  and  Raphael  had 
also  introduced  into  their  compositions.! 

The  general  composition  of  the  picture  may  be  limited  by  an 
imaginary  diagonal  line,  descending  from  the  left,  and  terminating 
in  the  left  arm  of  Hippolytus. 

The  vigour  of  action  and  boldness  of  foreshortening  in  the 
horses  afford  admirable  examples  of  the  peculiar  qualities  of  the 
painter.  But  the  full  effect  of  which  the  subject  is  capable  could 
only  be  realised  in  a painting  expanded  to  the  dimensions  of 
heroic  size. 

The  sea-monster  is  wonderfully  conceived.  There  is  an 
intensely  dark  mass  of  brown  shadow  between  it  and  the  horses. 
One  of  the  horses,  having  broken  loose,  is  kicking  back  at  the 
monster,  the  others  are  rearing  in  the  wildest  confusion. 

Engraved,  in  line,  by  Anker  Smith,  A.R.A.,  and  published  in 
Forster’s  “ British  Gallery  of  Engravings,”  folio,  London  1807 — 
1810,  pi.  27,  and  on  a large  scale  in  mezzotint  by  Earlom,  dated 
1796. 

This  picture  was  exhibited  at  the  British  Institution  in  1823 


Neptune,  who  sent  a bull  from  tlie  waves  of  the  sea  to  frighten  the  horses  of  his  chariot  as 
he  was  driving  along  the  shore.  See  Euripides  and  Pausanias,  book  1,  chapter  22. 
The  destruction  of  Hippolytus  forms  the  subject  of  a sculpture  on  an  ancient  sarcophagus 
in  the  Duomo  of  Girgenti. 

+ (See  Landon,  “ Yie  et  (Euvres  de  Michel- Ange,  par  C.  P.  Landon,”  Paris,  4to,  1811, 
vol.  i , pi.  33.)  There  is  a black  chalk  drawing  of  this  in  the  Royal  Collection  at  Windsor. 
Engraved  by  Bartolozzi  and  others.  See  Waagen,  vol.  ii. , page  443, 
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No.  122'  of  the  Catalogue  ; described  as  “ Hippolytus  thrown  from* 
his  Car.” 

Smith,  in  his  “ Catalogue  Raisonne  of  the  Works  of  Rubens,” 
p.  178,  No.  616,  observes,  as  a difference  between  this  picture  and 
the  one  belonging  to  Sir  Abraham  Hume  (now  Lord  Brownlow’s), 
that  the  latter  is  “ painted  with  a free,  loose,  and  masterly 
“pencil,  and  this  in  a dry  and  careful  manner.  The  sea-shore  is 
* also  covered  with  a variety  of  little  shells,  very  neatly  painted, 
“but  quite  inappropriate  to  the  grandeur  and  sublimity  of  the 
“subject.”  The  writer  of  these  lines  did  not  seem  to  be  aware 
of  the  difference  of  scale  between  the  two  pictures. 

Dr.  Waagen  does  not  offer  any  observations  on  this  painting. 

Metal.  2 ft.  3f  in.  x 1 ft.  7|  in. 

THEODORE  RUSSELL. 

(1614.) 

A copyist.  Nephew  of  Cornelius  Jonson  van  Ceulen,  the  eminent 
portrait-painter.  His  mother  was  sister  to  Cornelius,  and  married  Nicholas 
Russell  or  Roussel  of  Bruges,  goldsmith  to  King  James  and  Charles  the  First. 
Theodore  studied  first  with  his  uncle  and  afterwards  in  the  studio  of  Van 
Dyck.  He  was  an  excellent  copyist.-  Many  of  his  pictures  copied  from  Yan 
Dyck  are  in  the  Royal  Collection  at  Hampton  Court  Palace.  His  son,  Antony, 
mainly  assisted  Vertue  in  compiling  materials  for  a history  of  painting  in 
England.  These  notes  were  afterwards  turned  to  account  by  Horace  Walpole 
in  his  “ Anecdotes.” 


60.  (96.)  KING  CHARLES  I.,  HIS  QUEEN  AND  TWO  CHILDREN 

After  YAM  DYCK 

Copied  from  the  celebrated  family  picture  in  the  Yan  Dyck 
room  at  Windsor  Castle.  There  are  various  repetitions  of  this 
composition  on  a large  scale  ; the  best  being  at  Goodwood  and  at 
Chiswick.  There  is  also  a very  excellent  old  copy  in  the  state 
rooms  of  Chelsea  Hospital. 

The  document  for  payment  for  the  original  picture  still  exists 
it  is  dated  August  8th,  1638.  “ One  greate  peece  of  or  royall  selfe, 
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“consort  and  children  One  hundred  pounds.”  See  Carpenter's 
“ Van  Dyck,”  p.  71. 

Small  whole-length  figures.  The  king  and  queen  are  seated  side  by  side  in  a 
stately  vestibule,  supported  by  tall  columns  sheltered  by  curtains,  with  a view  of  the 
Thames  and  Westminster  beyond  the  Thames  to  the  left.  The  Queen,  in  a rich 
amber  satin  dress,  holding  the  infant  in  her  arms,  looks  towards  the  king.  The 
Prince  of  Wales,  a child  in  long  blue  dress,  stands  at  the  king’s  right  knee.  The 
picture  is  very  smooth  and  highly  finished.  The  dogs  are  very  spiritedly  painted. 

For  a minute  description  of  the  picture,  see  Smith’s  “Catalogue 
Raisonne  of  the  Works  of  Van  Dyck,”  p.  66,  No.  224. 

Panel.  1 ft.  6|  in.  x 1 ft.  lOf  in. 


81.  (98.)  FIVE  CHILDREN  OF  CHARLES  I. 

A fter  VAN  DYCK 

A tall  square  picture,  in  which  the  upper  part  has  been  augmented  to  correspond 
with  the  companion  picture  No.  96,  thereby  altering  the  proportions  from  those  in 
the  original. 

The  table,  with  vase  and  fruit  on  it,  has  also  been  considerably  raised  above  the 
proportion  in  the  original  picture. 

Small  full-length  figures.  Prince  Charles,  in  a crimson  suit,  stands  facing  the 
spectator,  and  rests  his  left  hand  on  the  head  of  a large  dog.  James  and  the  Princess 
Mary  stand  on  the  left,  and  on  the  opposite  side  is  the  Princess  Elizabeth,  with  a 
younger  sister  who  died  in  infancy. 


An  inscription  of  seven  lines,  giving  their  names,  is  on  the 
pilaster  to  the  left. 

The  colours  are  strong,  crude,  and  not  altogether  so  harmonious 
as  usual  with  this  clever  copyist. 

The  original  picture  by  Van  Dyck  is  now  at  Windsor  Castle. 
It  is  signed — “ Anton  van  Dyck,  Eques,  Fecit,  1637.” 

For  description  see  Smith’s  “Catalogue  Raisonne  of  the  Works 
of  Van  Dyck,”  p.  60,  No.  208. 

Engraved  by  Cooper.  Numerous  repetitions  on  the  scale  of  the 
original  occur  in  various  private  collections. 

Panel.  1 ft.  8f  in.  x 1 ft.  10f  in. 


JACOB  RUYSDAEL. 

(Died  1681.) 

He  frequently  signed  bis  name  “ Ruisdael.”  Of  his  life  no  particulars  are 
known.  He  is  supposed  to  have  been  born  at  Haarlem,  about  1630.  Some 
writers  say  1636  ; and  Mr.  Wornum,  the  learned  writer  of  Catalogues  of  the 
National  Gallery,  adopts  the  date  1625.  Ruysdael  established  himself  early 
in  Amsterdam,  and  is  supposed  to  have  been  influenced  in  art  by  Berchem. 
He  made  a few  etchings.  The  figures  in  his  landscapes  were  generally  intro- 
duced by  Adrian  Vander  Velde,  Wouwerman,  or  Lingelback.  He  died  unmar- 
ried at  Haarlem,  and  was  buried  there  16th  November,  1681. 

There  are  pictures  from  his  haud  dated  1645. 

Although  he  principally  painted  gloomy  landscapes,  his  sea-pieces  in 
violent  storms,  are  surpassingly  grand  ; and  his  interiors,  such  as  the  inside 
of  a church, — the  property  of  the  Marquis  of  Bute, — remarkable  for  truthful- 
ness and  solidity.  Pictures  of  the  latter  class  by  his  hand  are  extremely  rare. 


62.  (63.)  SQUARE  BRICK  RUIN  IN  A LANDSCAPE. 

The  ruins  of  a large  square  brown  brick  building  occupy  the  left  half  of  the 
picture,  sheltered  by  a large  and  decayed  oak,  with  gnarled  branches,  round  the  foot 
of  which,  on  a road,  two  peasants,  preceded  by  a white  dog,  are  advancing.  Dark 
masses  of  rock  rise  boldly  on  the  right.  A gloomy  picture.  The  clouds  heavy  grey. 
The  foliage  of  the  principal  oak  is  very  brown  in  colour,  and  elaborately  executed,  with 
broken  touches.  The  general  forms,  it  must  be  owned,  are  not  altogether  agreeable. 

Signed,  in  black  on  brown,  in  the  left-hand  corner— 

0 


This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  30th,  1827,  No.  93  of  the  Catalogue,  and  thus  described  : 
“ Square  massive  ruin  of  brickwork,  and  a stag-headed  oak,  on  the 
“ skirts  of  a wood,  and  at  the  turn  of  a road  through  a ravine 
“ where  two  peasants  and  a dog  are  just  advancing  into  sight.  A 
“ lowering  sky  contributes  to  the  chiaro  scuro  of  the  scene.” 
Bought  in  for  70  guineas. 

Described  by  Smith,  in  his  “ Catalogue  Raisonne  of  the  Works 
of  Ruysdael,”  page  69,  No.  218. 

Canvas.  1 ft.  9 in.  x 1 ft.  in. 
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63.  (65.)  LANDSCAPE.  Dated  1643. 

A small  oblong  square  landscape,  with  a remarkably  low  horizon. 

A low  hovel  with  a sharp-pointed  roof,  by  the  side  of  a road,  and  a group  of  trees, 
form  very  dark  and  cutting  objects  against  the  pale  sky.  Small  grey  sunlit  clouds 
float  across  the  clear  soft  blue.  They  are  not  so  well  painted  as  in  the  picture  by 
Paul  Potter,  No.  57,  already  described.  A small  flag  attached  to  a slender  pole 
beside  the  hovel  is  a characteristic  feature  in  the  picture.  At  the  foot  of  the  central 
tree  sits  a woman  in  red,  a man  attended  by  two  dogs  standing  near  her.  A pool  of 
water,  in  which  the  trunk  of  the  tree  is  truthfully  reflected,  and  a few  hillocks  of 
sand,  constitute  the  foreground.  Minutely  painted,  with  very  dark  masses  of 
colour,  and  in  all  probability  an  early  work  of  the  painter. 

Signed  in  foreground,  to  the  left,  partly  hidden  by  the  frame — 


The  date  is  quite  clear,  and  according  to  the  date  of  1630 
generally  adopted  for  his  birth,  would  be  the  production  of  Ruys- 
dael  when  only  eighteen  years  of  age.  Some  of  his  pictures  are 
dated  as  early  as  1645. 

The  hack  of  the  panel  has  been  “ parqueted,”  or  strengthened  by 
cross  pieces  of  wood,  on  which  the  name  “ G.  Morrill  ” has  been 
stamped. 

Panel.  1 ft.  9 J in.  x 1 ft.  3 in. 

64.  (84.)  LANDSCAPE,  WITH  A RED-BRICK  BRIDGE. 

A narrow  canal  spanned  by  a single-arched  bridge  of  red  brick  and  grey  timber, 
On  the  left  bank,  beside  the  bridge,  rises  a fine  group  of  trees,  the  foliage  of  which 
stands  out  darkly  against  a mass  of  pale  grey  clouds,  and  produces  a completely 
stereoscopic  effect.  The  bridge  is  reflected  in  the  dark  grey  water.  On  the  left 
the  road  passes  by  a red-tiled  cottage,  from  which  a girl  is  advancing  towards  a man 
seated,  with  his  dog,  on  a bank  at  the  foot  of  the  principal  trees.  On  a bridge  is  a 
solitary  figure  of  a man  in  a black  hat,  angling.  An  elder-bush  is  on  the  extreme 
right,  and  on  the  water  under  it  a small  brood  of  ducks  may  be  perceived.  In  the 
opposite  corner,  beneath  the  fallen  trunk  of  a tree,  are  vague  indications  of  the 
painter’s  name,  written  in  a pale  colour,  very  similar  to  the  high  lights  on  sorne 
of  the  adjacent  reeds  and  flags  of  the  yellow  iris.  The  signature  may  be  deciphered 
thus — 


A picture  of  very  superior  quality ; but  the  general  tone  is 
dark,  of  an  inky  grev  mingled  with  brown.  It  is  thinly  painted 
on  panel,  with  marvellous  truthfulness,  and  minute  detail  on  the 
more  important  objects. 

This  picture  formed  part  of  the  celebrated  Calonne  collection, 
and  was  sold,  March  26th,  1795,  for  the  sum  of  165  guineas.  It 
was  No.  40  of  the  Catalogue,  and  thus  described  : “ Buysdael.  A 
“ landscape,  with  a bridge,  a view  from  nature.  It  is  impossible 
“ to  go  beyond  the  effect  produced  by  this  great  artist  in  this 
“ style  of  painting.” — See  Buchanans  “ Memoirs  of  Painting,”  vol.  i. 
page  245. 

When  offered  to  public  sale  by  Messrs.  Christie,  30th  June 
1827,  this  picture,  No.  Ill  of  the  Catalogue,  was  described  in  the 
following  terms  : “ Landscape,  with  a bridge  of  brickwork  thrown 
“ over  a rapid  stream  ; a cottage  and  trees  in  rich  mass.  A capital 
“ chef  d' oeuvre.”  Bought  in  for  265  guineas. 

The  panel  has  been  parqueted  at  the  back. 

Smith,  in  his  “ Catalogue  Baisonne,”  page  69,  No.  219,  pronounces 
this  picture  “ a production  of  excellent  quality.” 

Panel.  2 ft.  2 ft.  2 in.  {about,  taken  from  Smith’s 
Catalogue,  p.  70). 


PETER  RYSBRACK. 

(1646—1726.) 

The  name  is  always  perverted  by  Walpole  into  Bysbrach;  but  both  father 
and  son  invariably  signed  as  given  above.  Father  of  John  Michael,  the 
celebrated  sculptor,  who  was  born  at  Antwerp,  1693.  Peter  was  a landscape- 
painter,  and  resided  in  England,  which  he  quitted,  in  company  with  Largilliere, 
for  Paris,  where  he  married  and  afterwards  went  to  Brussels  and  Antwerp, 
and  died  at  the  latter  place  in  1726,  aged  fourscore.  He  produced  several 
truly  spirited  etchings.  (Walpole’s  Anecdotes  and  Smith’s  Nollekens,  vol.  in 
p.  114.) 


65.  (34.)  OLD  SOUTHAMPTON  HOUSE,  BLOOMSBUBY. 

A curious  view,  looking  directly  northwards  across  the  square,  of  the  old  mansion 
with  its  spacious  courtyard,  erected  in  the  reign  of  Charles  II.,  for  Thomas  W clothes- 


ley,  Earl  of  Southampton,  Lord  Treasurer.  Bis  only  daughter,  the  Lady  Rachel, 
married  to  Wm.  Lord  Russell,  died  there  in  1723. 

The  house  is  very  formal  in  appearance,  with  the  principal  door  in  the  centre 
ranging  on  a line  with  the  first-floor  windows,  and  approached  by  a peculiarly  con- 
structed flight  of  steps  having  circular  landing  places.  The  design  for  the  building 
is  said  to  have  emanated  from  Inigo  Jones.  (Dodsley’s  “London,”  1761,  vol.  i., 
page  330.)  It  was  probably  executed  by  Webb,  his  pupil. 

The  piers  to  the  central  gates,  with  sphinxes  on  them,  were 
from  the  designs  of  the  Earl  of  Burlington.  These  piers  are  now 
at  the  entrance  of  Woburn  Park.  The  sphinxes  have  been 
removed  to  the  extremities  of  the  balustrades  to  the  terrace  on 
the  south  side  of  the  mansion.  (“Woburn  Guide,”  pp.  145 
and  169.) 

The  house  and  wings  are  all  built  of  stone,  with  grey  leaden 
roof  and  tall  square  stone  chimneys.  The  hills  of  Hampstead  and 
Highgate,  with  green  fields,  appear  in  the  distance.  One  of  the 
wings  of  the  mansion  afforded  a magnificent  gallery  for  the  series 
of  copies  from  Raphael’s  cartoons  by  Sir  James  Thornhill,  pur- 
chased in  1735,  the  year  after  Thornhill’s  death,  for  £200.  When 
Southampton,  or  rather,  by  this  time,  Bedford  House  was  taken 
down,  in  1800,  the  Duke  presented  these  pictures,  valued  at  £450, 
to  the  Royal  Academy  at  Somerset  House.  (Walpole’s  “Anec- 
dotes,” p.  666,  Dodsley’s  “ London,”  1761,  and  Cunningham’s 
“ London,”  1850,  passim.) 

The  picture  is  a curious  specimen  of  the  formal  taste  then  in 
vogue ; the  trees  are  pale  green  and  grey,  the  grass  plot  in  the 
centre  is  intersected  by  straight  paths  like  the  crossings  on  the 
union  flag,  but  the  various  figures  are  well  conceived  and  give  it 
a certain  degree  of  animation.  A mower  on  the  grass,  a butcher 
with  his  tray,  boys  jumping  over  posts,  a gentleman  on  the  central 
path  and  a man  holding  both  child  and  doll,  followed  by  his  wife, 
afford  an  entertaining  variety  of  costume.  There  are  no  lamp- 
posts.* 

Signed  in  dark  brown  on  green  grass  to  the  left — 

Canvas.  4 ft.  d in.  x 2 ft.  6|  in. 

* In  the  engraving  published  from  Wale  in  Dodsley’s  “London,”  1761,  p.  330,  maybe 
seen  a row  of  four  lamps  mounted  on  stone  obelisks  in  front  of  the  house  skirting  the  road, 
and  an  iron  railing  to  enclose  the  central  garden  is  represented  in  progress.  A view  of 
Bedford  House,  taken  from  within  the  courtyard,  is  engraved  by  Howlett,  in  Wilkinson’s 


ANDREA  DEL  SARTO. 

(1488—1530.) 

Born  at  Florence.  His  family  name  was  Vannucchi.  Studied  under 
Piero  di  Oosimo  and  Michael  Angelo.  Associated  with  Franciabigio.  Invited 
to  France  by  Francis  I.,  which  be  quitted  under  dishonourable  circumstances. 
His  paintings  obtained  for  him  the  title  of  faultless— “ Andria  senaa  erroriY 
Died  at  Florence  of  the  plague. 


66.  (9.)  A YOUNG  ITALIAN  GENTLEMAN. 

A half-length  figure,  life-size,  of  a young  man  wearing  a three-cornered  black 
hat  and  a full  black  gown,  cut  square  at  the  breast  to  show  his  white  shirt.  He  lifts 
a small  white  flower  from  a basin  containing  various  flowers  which  he  holds  in  his 
left  hand.  There  are  no  rings  on  the  fingers.  The  face  is  peculiarly  feminine,  and 
the  hair  gathered  full  behind  the  ears,  leaving  the  neck  clear. 

In  the  background  ranged  on  a shelf  or  long  pedestal,  are  various  bronze 
statuettes  of  Venus,  Harpocrates,  and  Juno,  with  two  small  vases  of  a silvery  grey 
colour.  Upon  the  foot  of  the  grey  vase  or  basin,  with  rather  a broad,  flat  brim,  are 
inscribed  in  brown  characters  on  dark  grey — 

A.  V. 

It  has  been  conjectured  that  this  personage  represents 
Benvenuto  Cellini  in  his  youth ; but  it  is  very  unlike  all  the 
accepted  portraits  of  that  celebrated  sculptor. 

The  young  man  before  us  has  very  much  the  appearance  of  a 
“Dilettante”  and  seems  much  more  like  a collector  than  a 
practical  workman.  He  is  also  devoted  to  botany.  In  represent 
tations  of  great  artists  some  specimens  of  their  own  productions 
are  generally  introduced.  The  statuettes  here  introduced  are 
recognisable  antiques. 

Dr.  Waagen,  p.  283,  attributes  this  painting  to  Sebastian  del 
Piombo,  and  describes  it  in  the  following  terms: — “ Portrait  of  a 
" youngish  man,  in  a black  dress,  with  a cap  on  his  head ; in  his 

44  Londiniana,”  published  in  1822,  from  an  original  drawing  purchased  by  the  publisher  at 
the  sale  in  Bedford  House.  Evelyn  dined  with  Lord  Southampton  at  his  new  house  9th 
February,  1665,  and  remarks  in  his  “Diary”  that  the  house  stands  low.  (Bohn’s  edition r 
p.  241.) 
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“ hand  a silver  vessel  with  flowers,  one  of  which  he  is  showing  to 
v<  the  spectator.  Upon  a table  behind  are  two  more  silver  vessels, 
“and  three  statuettes,  one  of  them  the  Venus  de’  Medici.  The 
“ style  of  conception,  tone  of  colouring,  and  treatment  agree  with 
“ the  later  portraits  by  this  master ; the  drawing,  however,  is  in 
“ some  portions,  especially  the  eyes,  too  feeble  for  him.  I cannot 
“say  whether  it  be  really  the  portrait  of  Benvenuto  Cellini  as 
“ supposed.” 

This  picture  was  offered  for  sale  at  Messrs.  Christie’s,  June 
30th,  1827,  No.  114  of  the  Catalogue,  under  the  title,  “ B.  Cellini, 
“by  Andrea  Vannucchi  ; del  Sarto.”  It  was  bought  in  for  97 
guineas. 

Panel.  2 ft.  8 in.  x 2 ft.  2 in. 


GIAMBATTISTA  SAL VI  SASSOFERRATO. 

(1605—1685.) 

Born  at  Sassoferrato.  Studied  the  works  of  the  Caracci,  and  more 
Especially  Domeni chino,  whose  style  of  colouring  exercised  considerable 
influence  upon  him.  Not  being  gifted  with  very  original  artistic  powers,  he 
freely  made  use  of  the  drawings  and  designs  of  Raphael,  Guido,  and  Barocci. 
Some  of  his  highly  finished  pictures  of  Madonnas,  borrowed  from  Raphael, 
are  extremely  beautiful.  He  belongs  to  the  Roman  School. 


67.  (V.)  THE  VIRGIN  MARY,  IN  PRAYER. 

Life-sized  figure,  seen  to  the  elbows.  Face  inclined  to  the  left,  looking  down. 
Hands  folded.  Head  covered  with  yellowish  veil,  dark  blue  mantle  over  her  left 
shoulder.  Sleeves  red.  No  glory  round  the  head.  Plain  brown  background. 

A good  specimen  of  the  master.  Not  described  by  Dr.  Waagen. 
Canvas.  2 ft.  1J  in.  x 1 ft.  7 in. 


■68.  (24.)  THE  LAST  SUPPER. 

From  a design  by  RAPHAEL, 

A long  square  composition,  literally  copied  from  Marc  Antonio’s  celebrated 
engraving  known  as  “La  Gene  aux  Pieds.”  It  has  been  faithfully  copied  by  Landon 
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in  his  engraving  No.  152  of  the  works  of  Raphael'.  See  Bartsch,  vol.  xiv.,  page  33, 
No.  26.  Raphael’s  original  drawing,  from  which  Marc  Antonio  made  his  engraving,, 
is  in  the  Royal  Collection  at  Windsor.  See  Passavant’s  Rafael,  vol.  ii.,  pages  542  and 
629.  Waagen,  vol.  ii.,  page.  445. 

The  Saviour  is  seated  in  the  centre  of  a table,  facing  the  spec- 
tator, and  having,  as  in  Da  Vinci’s  celebrated  composition,  six 
apostles  on  each  side  of  him,  all  displaying  various  degrees  of 
emotion  on  hearing  the  words  that  have  been  uttered.  The 
extremities  of  the  table  are  not  seen,  being  hidden  by  the  seated 
figure  at  each  end.  Notwithstanding  the  length  of  the  table,  it  is 
remarkable  that  no  leg  or  support  to  it  is  visible.  Also  the  feet 
of  every  figure,  and  all  of  them  bare,  are  introduced  : hence  thes 
French  name  for  the  picture  above  quoted. 

The  background  is  architectural,  with  what  is  called  a “ Vene- 
tian ” window  in  the  centre.  Sassoferrato  has  faithfulty  copied 
Raphael’s  design,  as  given  by  Marc  Antonio,  with  the  exception  of 
a few  details  on  the  table  in  front  of  Our  Lord,  namely,  there  is  no 
knife  on  the  table,  and  a glass  flagon  of  red  wine  is  to  the  left  of 
the  consecrated  bread,  and  to  the  right  a goblet  partly  filled  with 
yellow  wine.  The  face  of  the  Saviour  in  the  painting  is  much 
more  refined,  and  the  profile  of  the  man  to  the  extreme  right,, 
resting  his  arm  along  the  table,  has  a remarkably  aquiline  nose. 
The  hair  of  St.  John  is  more  flowing  and  less  “ropy.”  The  picture 
is  an  admirable  example  of  all  the  peculiarities  of  Sassoferrato,, 
^ ith  male  figures  only.  His  Madonnas  are  beautful  and  always 
popular  from  their  refinement,  assisted  by  powerful  colouring,  and. 
from  the  intensely  devotional  character  which  they  exhibit.  This 
picture  was  exhibited  at  the  British  Institution  in  1823,  No.  161 
of  the  Catalogue. 

Dr.  Waagen,  vol.  ii.,  page  286,  justly  describes  this  work  as 
“ of  careful  finish  and  warm  colour  ; ” but  he  is  incorrect  in  saying 
that  the  composition  is  taken  from  Raphael’s  Bible  in  the  Loggie 
of  the  Vatican.  That  is  octagonal  in  form,  and  the  arrangement 
of  the  figures  totally  different. 

7 ft  3 \in.  x 4/£.  9 \in. 


Canvas. 


67 


ROLANT  SAVERY. 

(1576—1639.) 

Born  at  Courtray,  1576.  Received  instruction  from  kis  father  James 
Savery.  Visited  France  in  the  reign  of  Henri  IV.,  for  whom  he  painted 
several  landscapes.  Soon  after  his  return  to  the  Netherlands  the  Emperor 
Rodolf  III.  invited  him  to  Prague,  where  he  remained  till  the  death  of  his 
patron.  He  then  settled  at  Utrecht,  and  died  there  1639,  aged  62. 

His  landscapes  have  an  antique  air,  with  some  affinity  to  Paul  Bril 
in  his  landscapes,  and  to  Breughel  in  the  pencilling  of  his  animals. 


09.  (62.)  LIONS  IN  A WILD  LANDSCAPE. 

Six  brown  crouching,  and  a seventh  standing  in  the  distance  to  the  extreme  left 
In  the  centre  rises  a cluster  of  trees,  many  palms  among  them,  and  deep  within  a 
recess  thus  formed  a stag  is  seen  tripping.  These  central  trees  are  all  painted  a 
pale  yellow  green  tint,  which  contrasts  unfortunately  with  the  deep  blue  sky  behind 
them.  The  landscape  is  very  strange.  Birds  of  gay  plumage  (Parrots  and  Toucan) 
are  on  the  wild  branches  of  trees  and  on  rocks  on  each  side.  Other  lions  wander 
roaring  about  the  plains.  There  are  remnants  of  prey,  the  skull  of  a sheep  an 
head  of  a fox,  which  may  account  for  the  sleek  and  sleepy  condition  of  the  principa 
animals.  The  picture  is  very  minutely  and  timidly  painted.  The  lions  are  all  of 
the  same  brown  hue. 

The  signature,  in  dark  brown  on  yellow  colour,  on  a square 
stone  in  the  right-hand  corner,  is  unfortunately  very  much 
obliterated.  Only  thus  much  can  be  read — 

“ Rolant 
Sav  . . . 

Dr.  Waagen,  voh  ii.,  page  285,  most  unaccountably  assigns  this 
picture  to  Jacob  Ruysdael,  and  describes  the  subject  as  “ Seven* 
lions  : very  energetically  conceived,  and  of  powerful  colouring.” 

Panel.  1 ft.  3J  in.  x 1 ft.  11  in. 


BARTOLOMMEO  SCHIBONE,  OR  SCHEDOME. 

(1530—1015.) 

Born  at  Modena,  about  1580.  Studied  the  works  of  Correggio.  Painted 
portraits  with  great  success.  Many  clever  works  by  him  are  in  the  Gal  Ay 
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at  Naples.  Was  appointed  principal  painter  to  Banuccio,  Duke  of  Parma. 
His  death  took  pjlace  at  Parma,  in  his  36th  year,  and  has  been  attributed  to 
vexation  caused  by  losses  at  play.  Schidone  belongs  to  the  Lombard  School 
of  Painting. 


70.  (82.)  HOLY  FAMILY. 

The  infant  Christ,  seated  in  the  Virgin’s  lap,  with  a book  laid  open  across  his 
knees,  teaches  the  youthful  John  to  read.  Both  children  point  to  the  same  page.  The 
book  is  held  by  the  Virgin  and  St.  John.  Joseph,  with  full  white  hair  and  beard, 
resting  both  hands  on  a stick,  looks  intently  down  upon  the  volume.  The  Virgin 
wears  a white  turban-like  head-dress.  Her  hair  is  dark,  and  her  face  almost  entirely 
in  shadow.  Ho  glories  round  the  heads.  Deep  rich  tone,  with  solid  shadows. 
Although  a small  picture,  it  is  very  characteristic  of  the  master.  The  figures  are 
cleverly  brought  together  in  a limited  space  without  the  smallest  indication  of 
crowding  or  constraint. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie 
30th  June,  1827,  No.  74  of  the  Catalogue,  and  merely  recon  W as 
“ Small  Holy  Family.”  Bought  in  for  35  guineas. 

Dr.  Waagen  observes  of  this  picture,  vol.ii.,  page  284,  “ Schrdone. 
“ Holy  Family  ; a small  picture  in  his  bold  realistic  manner,  but  of 
“ great  power  of  tone.” 

The  wood  on  which  the  picture  is  painted  has  been  joined 
vertically.  There  is  a seal  on  the  back. 

Panel.  8 in.  x 10  J in. 


GIUSEPPE  RIBERA  SPAGNOLETTO. 

(1588—1656.) 

Born  in  Spain  at  Xativa,  near  Valencia,  January  12th,  1588.  Pupil  of 
Ribalta.  Studied  in  Pome,  and  imitated  the  style  of  Michel  Angelo  da  Cara- 
vaggio. At  Parma  he  was  much  impressed  by  the  works  of  Correggio.  He 
finally  settled  at  Naples,  having  married  the  daughter  of  a rich  picture-dealer 
In  1 630  he  was  elected  a member  of  the  Academy  of  St.  Luke  at  Rome,  and 
in  the  same  year  entertained  Velasquez  at  Naples.  He  etched  a few  plates. 
The  exact  place  and  date  of  his  death  are  not  known. 


69 


JAN  STEEN. 

(1636—1689.) 

Born  at  Leyden  : the  son  of  a brewer ; he  appears  to  have  studied  paint- 
ing under  Van  Goyen,  whose  daughter  he  married.  The  debauchery  and 
excesses  with  which  he  is  charged  could  not  have  been  lessened  by  his  becoming 
a tavern  keeper  ; but  his  industry,  as  evinced  by  the  very  large  number  of 
pictures  which  he  produced,  and  all  of  them  finished  with  consummate  care, 
should  not  be  lost  sight  of  whilst  estimating  his  character. 


71.  (99.)  TWELFTH  NIGHT,  or  “ LE  HOI  BOIT.” 

Interior  of  a room  in  which  various  fantastic  figures  surround  a company  of  four 
persons  seated  at  supper.  The  chief  personage,  wearing  a paper  crown,  is  in  the  act 
•of  drinking  from  a glass,  notwithstanding  a combination  of  noises  made  to  disturb 
him  by  seven  other  characters  surrounding  the  table.  Two  children  in  front  are 
earnestly  observing  a frolicsome  kitten  that  has  upset  one  of  three  lighted  candles 
fastened  into  lumps  of  clay  set  on  the  stone  floor.  A large  picture  in  a handsome 
frame,  apparently  representing  some  incantation,  hangs  on  the  opposite  wall  of  the 
apartment,  and  a square  bed  wdth  close-drawn  scarlet  curtains  stands  in  the 
right  hand  corner.  The  ceiling  is  not  shown. 

Among  the  noise-making  individuals  is  a strangely  attired  figure  behind  the 
king’s  chair  on  the  extreme  right.  He  wears  a black  cowl,  a striped  mantle,  a belt 
of  broken  egg-shells  over  his  shoulder,  a long  sausage  hanging  from  his  girdle,  and 
a colander  and  * ‘ rommel-pot  ” in  his  hand.  A man  playing  a violin  to  the  left  of 
the  lady  seated  in  a greyish  silk  dress,  is  excellent.  The  child  in  an  orange  frock 
With  wdiite  pinafore,  holding  an  apple  and  looking  down  to  the  kitten,  is  remarkab-y 
graceful  and  natural.  All  the  figures,  although  homely,  are  full  of  animation,  and 
free  from  that  amount  of  coarse  vulgarity  by  which  so  many  of  this  painter’s  works 
are  so  frequently  marred. 

A most  favourable  example  of  the  master. 

No  signature  is  perceptible  on  the  picture,  unless  some  faint 
markings  on  a small  label  or  strip  of  paper  fastened  below  the 
neck  of  the  woman  stopping  her  ears  and  beginning  with  letter  S, 
was  so  intended. 

The  panel  on  which  the  picture  is  painted  is  of  one  sound  and 
solid  piece,  bevelled  at  the  back  ; marked  at  the  back  with  LYL 
in  large  black  capitals,  and  the  impression  of  a seal  in  red  wax 
containing  on  a shield  two  bends,  chequy  on  a plain  ground. 

A picture  of  this  subject  was  offered  for  public  sale  by  Messrs. 
Christie,  June  30th,  1827,  and  was  thus  described  in  the  Catalogue, 


No.  108:  “Jan  Steen.  Twelfth  Night.  A family  party  regaling 
and  “making  merry.” 

Appears  to  have  been  sold  for  126  guineas  to  Mr.  Norton. 

Dr.  Waagen,  vol.  ii.,  p.  284,  thus  characterises  this  picture : 
“ Jan  Steen.  Twelfth  Night  ; a rich  composition  of  great 
“ humour.  A cat  is  gnawing  a candle.  Of  transparent  brownish 
“ tones  ; the  execution  careful.” 

Jan  Steen  repeated  this  subject  frequently,  but  always  with 
variations.  A fine  example  consisting  of  ten  figures,  and  described 
by  Mrs.  Jameson  as  “a  picture  of  great,  but  vulgar  humour,”  is  in 
the  Royal  Collection  at  Buckingham  Palace. 

See  Smith’s  “ Catalogue  Raisonne  of  the  Works  of  Jan  Steen,” 
p.  29,  No.  92,  p.  31,  No.  97,  and  Supplemental  Volume,  p.  503, 
No.  78.  See  also  Mrs.  Jameson’s  “ Private  Picture  Galleries/’ 
p.  47. 

Panel.  1 ft.  10  in.  x 1 ft.  lOf  in. 


DAVID  TENIERS. 

(1610—1090.) 

Called  “ the  Younger,”  to  distinguish  him  from  his  father,  who  also  was  a 
painter  cf  distinction,  and  a pupil  of  Rubens,  Young  Teniers,  born  at 
Antwerp,  studied  under  his  father.  The  Archduke  Leopold,  when  Governed 
of  the  Low  Countries,  appointed  him  his  principal  painter,  and  gave  him 
the  custody  of  his  fine  collections  of  pictures  at  Brussels.  Teniers  was  twice 
married ; his  first  wife  was  a daughter  of  Velvet  Breughal.  He  died  at 
Brussels. 


72.  (52.)  VILLAGE  FESTIVAL  IN  THE  OPEN  AIR. 

Known  as  “ Le  Teniers  aux  Chaudrons.”  From  the 
Calonne  Collection.  Dated  1646. 

This  animated  scene  is  composed  of  upwards  of  one  hundred  and  fifty  figures. 
The  entertainment  appears  to  have  some  association  with  a religious  ceremonial. 
On  the  summit  of  a hill,  to  the  extreme  right,  is  a stone  cross,  decorated  with  three 
green  wreaths,  raised  on  steps  in  front  of  which  are  planted  five  slender  trees.  A 
multitude  of  peasants  of  both  sexes  are  seated  in  two  rows,  lining  a path  or  roadway, 
■face  to  face.  All  are  provided  with  mugs,  bowls,  and  baskets,  as  if  waiting  to 
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receive  victuals,  none'  of  them  having  as  yet  begun  to  eat.  The  other  hill,  occupying 
the  chief  part  of  the  picture,  is  devoted  to  the  entertainer  and  those  persons  w 
are  preparing  the  feast.  Four  large  brass  pans  or  cauldrons  are  here  ranged  in  a ro 
with  fires  under  them,  under  the  care  of  an  old  woman,  who  squeezes  juice  or  frui 
into  the  furthest  pan  with  both  hands,  and  of  two  men  who  stir  up  the  ingredients 
in  others  with  long  rods. 

Beyond  these  cauldrons  young  men,  under  the  direction  of  a portly  old  man  in 
scarlet  waistcoat,  holding  a wand  and  forming  a prominent  figure  against  the  sky , 
are  carrying  away  bowls  in  the  direction  of  the  assembled  multitude.  Boys  are 
assembled  and  quarrelling  round  a tub.  To  the  extreme  left,  under  a thatch-roofed 
Building,  a man  is  seen  covering  a row  of  six  barrels  with  green  boughs.  In  the 
centre,  in  extreme  distance  beyond  the  river,  rise  the  cathedral  spire  and  towers  of 
the  city  of  Antwerp.  The  artist,  in  a scarlet  coat  and  black  hat,  forms  one  of  a 
prominent  group  of  six  figures  standing  in  the  foreground  to  the  left  of  the  centre. 
A slim  boy,  hat  in  hand,  and  looking  at  the  spectator,  stands  next  to  Teniers  himself 
holding  a small  greyhound  spaniel  by  a string.  The  figures  belonging  to  this  group 
are  evidently  all  members  of  the  artist’s  family.  Other  figures  of  gentry  are  dis- 
persed over  the  open  ground,  either  grouped  together  in  twos,  threes,  or  fours. 

An  old  woman,  apart  from  the  rest,  stick  in  hand,  with  a basket  on  her  arm, 
hurrying  down  the  hill  in  the  centre,  is  full  of  animation  and  character.  As  shewn 
by  pentimentoes  on  the  ground  round  the  figure,  the  artist  made  repeated  alterations 
in  her  movement. 

To  the  left,  are  children  carrying  white  flags  with  a black  cross  marked  on  each, 
which  they  appear  to  have  purchased  from  an  old  man  sitting  with  a tray  before  him 
laid  across  a tub.  An  old  woman,  holding  both  hands  together,  seems  to  be  rattling 
something  within  them.  At  the  foot  of  the  hill  below  the  cross,  on  the  opposite 
side,  stands  a pilgrim  in  gown,  grey  cape,  a gourd  attached  to  his  girdle,  and  hold- 
ing a tall  hooked  staff*  as  seen  in  representations  of  St.  James. 


The  variety  of  costume  worn  by  the  different  classes  of  people 
here  exhibited,  affords  an  interesting  study.  Only  three  examples 
of  ruffs  appear  in  the  picture,  and  those  are  worn  by  old  women  in 
black.  Some  ladies  wear  black  hoods,  according  to  the  Puritan 
fashion  in  England.  The  men  all  wear  their  hats  on  their  heads. 
This  picture  is  painted  with  extreme  care  and  precision,  and 
certainly  one  of  the  very  finest  specimens  of  the  master.  The 
daylight  and  open-air  effect  of  the  whole  scene  is  quite  wonderful. 

Signed  in  fine  sharp  dark  brown  letters  on  sandy  foreground,  to 
the  right : — 

'David  . TzmER.s+TA,J&{6' 

Exhibited  at  the  British  Institution,  1835,  No.  54  of  the 
Catalogue. 
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The  picture  has  been  carefully  relined,  and  bears  a stamp  on  the 
back  of  the  wood  of  the  strainer — 

“G.  MORRILL, 

LINER,” 

thereby  showing  by  whom  the  operation  was  performed. 

This  picture  was  sold  in  the  collection  of  M.  de  Gaignat  in  1768, 
for  18,030  francs  (£721).  It  became  the  property  of  M.  d’Arveleyr 
High  Treasurer  of  France,  who  bequeathed  it  with  many  other 
works  of  art  to  M.  de  Calonne,  the  minister,  whose  pictures  were 
brought  to  public  sale  by  Messrs.  Skinner  and  Dyke,  at  the  Exhi- 
bition Rooms  in  Spring  Garden,  March  23rd,  1795.  The  “Teniers 
aux  Chaudrons  ” was  No.  93  of  the  Catalogue,  and  purchased  for 
the  Duke  of  Bedford  for  700  guineas.  See  Buchanans  “ Memoirs 
of  Painting,”  1824,  pp.  223  and  252. 

The  picture  is  described  by  Smith  in  his  “ Catalogue  Raisonnd 
of  the  Works  of  Teniers,”  p.  297,  No.  137,  and  also  in  the  Sup- 
plemental Volume,  p.  426,  No.  65. 

Dr.  Waagen,  vol.  ii.,  p.  285,  observes  as  follows : “ One  of  those 
“ pictures  which  stamp  him  as  the  first  master  of  his  class.  In 
“the  foreground  preparations  are  making  for  a rural  feast.  Four 
“ great  cauldrons,  six  barrels,  and  a quantity  of  provisions  are  spread 
“ out  on  the  ground ; meanwhile  the  numerous  guests  are  seen 
“ picturesquely  dispersed  and  engaged  in  a light  repast,  even  far 
“ into  the  background  of  the  landscape.  The  arrangement  shows 
“great  skill;  and  notwithstanding  the  warm  local  tints  of  nume- 
“ rous  parts,  the  whole  is  carried  out  in  silvery  tones  of  singular 
“ freshness  and  harmony,  and  with  the  most  delicate  gradations  of 
“ aerial  perspective.  The  spirit  and  lightness  of  touch  are  remark  - 
“able  even  for  Teniers,  and  correspond  with  the  date,  1646,  as 
“ indicating  the  best  period  of  the  master.” 

Canvas.  3 ft.  11^  in.  x 2 ft.  9\  in. 


73.  (54.)  INTERIOR  OF  THE  ARCHDUKE  LEOPOLD’S  PIC- 
TURE GALLERY  AT  BRUSSELS. 


The  Archduke  Leopold  William’s  Picture  Galleiy,  the  walls  of  which  are  closely 
hung  with  pictures,  having  an  arched  recess  in  the  centre  fitted  up  with  shelves  on 
which  are  rows  of  statuettes  facing  the  spectator.  Above  the  arch,  carved  in  grey 


stone,  are  the  imperial  arms  of  Austria.  A marble  bust  of  the  Archduke,  on  a slend  e 
fancifully  shaped  pedestal,  stands  directly  in  front  of  the  recess.  The  Archduke 
himself,  in  a suit  of  black,  wearing  a high-crowned  hat,  like  Charles  I.,  stands  pro- 
minently forth,  looking  at  the  spectator,  holding  a riding  whip  in  one  hand  and  a 
sprig  of  small  white  flowers  in  the  other.  Teniers,  as  keeper  of  the  gallery,  is  near 
and  holds  up  a drawing  for  his  inspection.  Two  other  figures  are  behind  them,  to 
the  left.  One,  the  attendant  of  the  Archduke,  holds  a bunch  of  small  blue  flowers 
and  seems  to  be  turning  away  from  the  artist's  assistant,  who  rests  both  hands  on 
the  frame  of  Domenico  Feti’s  picture  of  Galatea.  Two  spaniels,  with  belled  collars, 
are  playing  round  the  chair,  against  which  several  pictures  are  placed.  The  floor 
consists  of  the  most  ordinary  boarding.  All  the  pictures  are  in  plain  square  gilt 
frames,  with  the  exception  of  one  in  the  extreme  left  foreground,  and  that  is 
elaborately  carved  and  richly  ornamented.  On  a square-topped  table,  supported 
by  a gilded  group  of  Ganymede  and  the  eagle,  are  placed  various  drawings,  shells, 
and  coins.  Thirty-four  pictures,  carefully  detailed,  are  represented  in  this  com- 
position. All  these,  excepting  six  placed  against  chairs,  are  hanging  on  the  walls. 


Most  of  the  pictures  here  introduced  are  at  present  in  the 
Imperial  Gallery  at  Vienna,  and  have  been  engraved  in  the  well- 
known  volume  called  the  “ Teniers  Gallery.” 

There  is  no  signature  or  date  upon  this  painting. 

This  differs  in  composition  from  all  other  views,  painted  also  by 
Teniers,  of  this  gallery.  The  best  of  these  representations  are  in 
the  Belvedere  at  Vienna,  and  in  the  collection  of  Sir  Culling 
Eardley ; the  latter  being  signed  and  dated  1651.  See  Smith’s 
“ Catalogue  of  the  Works  of  Teniers,”  p.  442,  No.  684.  Compare 
also  p.  267,  No.  26,  and  p.  426,  No.'  680,  and  Supplemental  Volume, 
p.  463,  No.  180. 

The  Archduke  Leopold- William  (born  1614,  died  1662,  son  of 
the  Emperor  Ferdinand  II.),  when  Governor  of  the  Low  Countries, 
appointed  Teniers  his  principaLpainter,  and  gave  him  the  super- 
intendence of  Ais  gallery,  which  contained  many  superb  works  of 
art  then  recently  purchased  from  the  collection  of  Charles  I.  Most 
of  the  pictures,  on  the  retirement  of  the  Archduke  from  the  govern- 
ment of  the  Netherlands,  were  removed  from  Brussels  to  Vienna. 

Teniers  made  highly  finished  copies  in  oil,  on  panel,  from  the 
choicest  paintings  in  the  collection,  which  were  engraved  and 
published  in  1660.  These  copies  are  now,  nearly  all  of  them,  in 
the  possession  of  the  Duke  of  Marlborough,  and  arranged  in  a 
suitable  apartment  at  Blenheim  Palace.  See  “ Catalogue  of  Blen- 
heim Pictures,”  by  G.  Scharf,  8vo,  London,  1861,  pp.  144  to  171. 

An  old  repetition,  similar  to  the  ones  at  Vienna  and  at  Sir 


Culling  Eardley’s,  was  sold  at  Christie’s,  May  25th,  1872,  No.  28 
of  the  sale  Catalogue. 

This  picture  was  offered  for  public  sale  at  Christie’s,  June  30th, 
1827,  No.  115  of  the  Catalogue,  wherein  it  was  erroneously  de- 
scribed in  the  following  words : “ Interior  of  the  Florentine 
“ Gallery,  in  which  Teniers  has  represented  many  of  the  finest 
“ pictures  which  ornament  that  Gallery.  Four  visitors  are  examin- 
“ ing  the  drawings  and  other  curiosities  of  the  Gallery.” 

Bought  in  for  185  guineas. 

Not  noticed  by  Dr.  Waagen. 

Canvas.  4 ft.  3 J in.  x 2 ft.  8§  in. 


74.  (73.)  DUTCH  FESTIVAL. 

Tillage  entertainment  in  front  of  a house,  with  a sin  rply-pointed  thatched  roof 
on  the  extreme  left.  A man  and  woman  dancing  to  tfi  music  of  a bald-headed 
bag-piper,  who  stands  on  a lofty  mound,  and  leaning  his  back  against  the  trunk  of 
a withered  tree.  In  the  distance,  across  some  fields  to  the  right,  is  the  pointed 
spire  of  a church.  To  the  left,  in  the  foreground,  a man  and  woman  are  seated  on 
a bench.  Under  the  shelter  of  a purple  drapery,  suspended  from  a tall  paling,  many 
people  are  assembled  round  a table,  at  which  a girl  occupies  the  chief  place,  and 
a crown  of  roses  is  suspended  over  her  head.  She  is  the  object  of  general  atten- 
tion. They  seem  to  be  drinking  her  health.  One,  as  in  the  Twelfth  Night  by 
Jan  Steen,  No.  99,  has  a “ rom m el-pot,  ” another  reads  to  her  from  a paper,  and  the 
rest  shout.  Only  two' figures  are  dancing.  All  the  incidents  represented  are  of  a 
comparatively  coarse  description.  The  outlines  are  very  harsh  and  cutting  against 
the  sky. 

The  figures  are  very  sketchy  and  ill- proportioned,  with  bright  colours  in  the  lights, 
and  intensely  deep  brown  shadows.  No  artistic  gradations  to  modify  them. 

No  signature  observable. 

The  panel  has  been  parquetted  at  the  back. 

Panel . 2 ft.  7 1 in.  x 1 ft.  7f  m. 


75.  (75.)  VILLAGE  FESTIVAL. 

Merrymaking  within  the  wooden  paling  of  an  ale-house  which  displaps  the  sign 
of  the  Crescent.  An  old  bagpiper,  seated  on  a cask  under  a large  tree,  forms  a 
conspicuous  central  object.  A young  peasant  and  a girl  are  the  only  dancers.  On 
the  extreme  right,  at  a table  covered  with  a white  cloth,  many  persons  are  regaling. 
In  the  distance,  to  the  left,  rises  the  graceful  tower  of  Antwerp  Cathedral,  In 
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front,  leaning  against  a sign-post,  is  a young  man  in  white  shirt  and  crimson  cap 
holding  a short  white  pipe.  Behind  him,  to  the  left,  a woman  tries  to  raise  a drunken 
man,  and  in  the  extreme  corner  may  be  observed  a pig  at  a trough.  Numerous 
figures  dance  in  the  distant  meadow  leading  to  the  city. 

Signed  in  small  dark  brown  capitals  in  the  right-hand  corner — 
D.  Teniers  Fct. 

A deep  brown  toned  picture,  with  well-massed  shadows,  very 
powerfully  painted.  The  only  bright  colours  are  those  upon  the 
figures  seated  at  table,  and  the  white  and  red  of  the  girl  dancing, 
and  the  youngster  leaning  against  the  post.  The  clouds  partake 
of  a reddish  brown  tint. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie,  30th 
June,  3827,  No.  110  of  the  Sale  Catalogue,  in  which  it  was  thus 
described  : “ Village  festival.  Nearly  100  figures  regaling  beneath 
“ a tree  in  the  courtyard  of  public  house  and  on  village  green ; 
“ background  varied  with  buildings  and  trees ; touched  with  a 
“ light  and  remarkably  free  pencil.”  Bought  in  for  255  guineas. 

Described  by  Smith  in  his  “ Catalogue  Raisonne  of  the  Works 
of  Teniers,”  p.  442,  No.  683. 

Canvas . 3 ft.  5|  in.  x 2 ft.  in. 


76.  (si.)  OLD  WOMAN  DANCING. 

A bright  and  cheerful  picture.  The  red  cape,  and  yellow  hood  with  long  red  ears 
hanging  on  her  shoulders,  mark  her  as  a female  jester,  or  “she-fool,”  not  unfre- 
quently  to  be  found  in  some  of  the  ancient  descriptions.  She  holds  a child,  or  doll, 
with  both  hands,  and  looks  laughingly  at  the  spectator.  The  horizon,  with  a view 
of  a distant  church,  is  very  low  down  in  the  picture.  The  clear  pale  blue  sky  pro- 
duces a pleasing  effect  as  a background  to  her  red  and  yellow  dress,  and  plain  white 
apron.  She  wears  a large  white  falling  frill  fitting  close  to  the  chin.  Her  face  is 
ruddy.  The  yellow  fool’s-cap  or  hood,  with  long  ears,  has  fallen  back  from  her 
head,  and  hangs  down  behind- her  party-coloured  cape. 

Signed  in  left-hand  comer.  A good  picture,  remark- 

ably bright  and  cheerful. 

Described  by  Dr.  Waagen,  vol.  ii.,  page  285,  as  “ an  old  woman 
“ with  a child  ; of  great  clearness  and  brightness  of  tone.” 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
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June  30th,  1827,  No.  72  of  the  Catalogue,  as  follows : “ D.  Teniers. 
“ Woman  amusing  a Child  by  singing  and  dancing  to  it.”  Bought 
in  for  15  guineas. 

Panel.  4f  in.  x 5f  in. 

77.  (9i).  VILLAGE  FESTIVAL. 

Numerous  figures  feasting  and  dancing  before  a large  farmhouse  with  thatched 
roof  which  rises  on  the  extreme  left,  close  to  which  is  a numerous  company  of  men 
and  women  seated  at  two  well-furnished  tables  covered  with  white  linen.  A gaily 
dressed  piper,  standing  on  a tub  in  the  foreground,  affords  music  to  a large  number 
of  dancers,  some  of  whom,  moving  in  a ring,  are  full  of  animation,  in  which  the 
artist  displays  extraordinary  boldness  of  foreshortening  in  their  attitudes.  Other 
couples  are  seen  dancing  in  a distant  meadow,  with  church  tower  and  houses  beyond 
them.  Next  to  the  piper  on  the  tub,  seated  in  front  of  the  table,  are  two  figures 
of  an  old  lady  and  gentleman,  evidently  of  a superior  condition  to  the  rest  of  the 
company.  They  observe  the  dancers  with  keen  interest.  To  the  right,  a group  of 
men  is  seen,  discussing  the  progress  of  the  entertainment.  The  dark  tones  in  the 
distance  approach  those  peculiar  to  the  style  of  Yander  Neer.  The  blue  of  the  sky 
seems  to  have  deepened  with  time.  The  figures  are  coarsely  painted,  but  the  actions 
throughout  are  remarkably  spirited.  The  front  figure  of  a woman  dancing  in  the 
ring  and  bending  violently  forward,  shews  very  decidedly  the  influence  of  Rubens. 
The  picture  has  apparently  been  painted  on  a red  ground. 

Very  different  in  style  and  treatment  from  the  Village  Festival,. 
No.  75,  also  by  Teniers,  and  already  described. 

Canvas.  1 ft.  1 If  m.  x 1 ft.  7 in. 


TIZIANO  VECELLIO  TITIAN. 

(1477—1576.) 

Born  at  Capo  del  Cad  ore.  The  most  eminent  of  the  Venetian  School  of 
Painting.  Studied  under  Zuccati,  and  Gentile  and  Giovanni  Bellini.  The 
Emperor  Charles  V.  created  him  a Count  Palatine,  and  Knight  of  the  Order 
of  St.  Jago.  His  patent  of  nobility  was  dated  at  Barcelona,  1535.  When  at 
Borne,  in  1546,  painting  a picture  of  Danae,  Michael  Angelo  and  Vasari 
visited  him.  At  ninety  years  of  age  Titian  still  continued  to  paint,  and  died 
of  the  plague  at  Venice,  27th  of  August,  1576,  having  attained  the  great 
age  of  ninety-nine. 


Xt-JLh  (f)  t i 36  - Lo^ji 

' /W  S~f£ak-n , H . X H)tox(xi) 
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78.  (loi.)  TWO  DOGS  IN  A LANDSCAPE. 


One  hound  reposing  on  a sloping  turf,  the  other,  in  a restless  attitude,  standing 
behind  him,  with  the  head  turned  towards  the  spectator.  They  are  coupled  by  a 
cord  passing  from  collar  to  collar,  and  both  are  fastened  by  the  same  means  to  the 
stump  of  a withered  tree  behind  them  in  the  left-hand  corner.  The  background  is 
composed  of  a rich  deep  blue  sky,  and  the  bold  foreground  leaves  of  weeds  springing 
from  stones  in  the  front  right-hand  corner  are  painted  with  remarkable  fidelity  and 
care. 


tf.ji . i&u  (p) 


An  extremely  fine  picture,  with  the  fulness  of  colour  and 
precision  characterising  the  Lombard  rather  than  Venetian  School 
of  Italy. 

Dr.  Waagen,  vol.  ii.,  p.  284,  seems  very  decidedly  right  in  stating 
that  it  is  “ not  by  Titian,  whose  name  it  bears,”  but  whether  by 
“ Giacomo  Bassano,”  to  whom  he  unhesitatingly  assigns  it, 
“ judging  from  the  expression,  tone  of  sky,  and  execution,”  is  very 
much  open  to  question. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
30th  June,  1827,  No.  98  of  the  Catalogue,  and  therein  described 
as  follows  : “ Titian.  Titian’s  dogs.  Two  hounds  lashed  together, 
“one  reposing.”  Bought  in  for  270  guineas. 

Canvas.  2 ft.  6f  in.  x 1 ft  11 J in. 


VAFDER  CAPPELLE,  See  CAPPELLE. 


VAN  DEE  GUCHT.  See  GUCHT. 


DON  DIEGO  VELAZQUEZ  VELAZQUEZ. 

(1598—1660.) 

Born  at  Seville,  and  studied  first  under  Herrera,  whose  daughter  he 
married.  In  1622  he  visited  Madrid,  and  became,  through  the  influence  of 
the  Count  Duke  Olivarez,  court  painter  to  Philip  IV.  of  Spain.  He  visited 
Rome  and  Naples  in  1629,  and  on  his  return  was  established  in  the  Royal 
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palace,  created  chamberlain  and  a knight  of  the  Order  of  Saint  Jago.  In  1648 
he  painted  a fine  portrait  of  Pope  Innocent  X.  One  of  the  great  merits  of 
Velazquez  was  his  discovery  and  encouragement  of  the  talents  of  Murillo. 
He  was  to  this  younger  and  striving  artist  what  Van  Dyck  was  to  Dobson, 
excepting  that  Murillo  amply  repaid  his  patron  by  well-directed  abilities,  care, 
and  assiduity.  Velazquez  died  in  consequence  of  over  exertion  in  perform- 
ance of  his  official  duties,  arranging  for  the  marriage  conference  at  Iran. 
He  was  buried  August,  1660,  in  the  church  of  St.  Juan  at  Madrid. 


79.  (26.)  WOMAN  WASHING  A GLASS. 


A standing  full-length  figure,  leaning  forward,  dad  in  a dull  crimson  dress  and 
blue  petticoat,  cleansing  a wine-glass  by  pouring  water  over  it  from  a white  pitcher 
into  a large  round  brazen  pan  placed  on  the  ground.  She  does  not  hold  the  pitcher 
by  the  arched  handle,  but  by  the  opposite  rim.  Behind  her,  to  the  left,  is  a stone 
wall ; and  a wooden  vessel,  apparently  a churn,  and  a glass  tumbler  on  a table  are  at 
her  right  elbow.  The  back  ground  to  the  right,  is  a clear  rich  blue  sky  with  dark 
trees.  Her  short  brown  hair  is  decorated  with  scarlet  strings. 

Painted  boldly  and  somewhat  coarsely,  but  with  very  rich  brown 
shadows.  The  forms  not  at  all  refined. 

Canvas.  3 ft.  If  in,  x 2 ft.  SI  in. 


WILLIAM  VAN  DEB,  VELDE. 

(1633—1707.) 

This  eminent  marine  painter,  son  of  an  artist  of  the  same  name,  was 
born  at  Amsterdam,  1633,  and  after  studying  under  his  father,  placed  with 
Simon  de  Vlieger,  a painter  of  sea-pieces,  storms,  and  river  shipping.  Both 
father  and  son  were  established  in  England,  in  the  service  of  Charles  II.,  in 
1673.  Each  received  a pension  of  £100  per  annum.  The  elder  Van  der 
Velde  is  said  to  have  passed  the  early  part  of  his  life  in  the  sea-service.  The 
States-General  of  Holland  placed  a vessel  at  his  disposal,  by  which  he  could 
witness  particular  engagements,  and  secure  a most  graphic  record  of  every 
detail.  When  in  England,  the  father  was  employed  in  making  “ draughts,”  or 
drawings,  in  pen  and  ink,  on  prepared  canvas,  of  sea-fights,  which  the  son 
used  to  “ put  into  colours.”  William  the  younger  died  at  London,  1707. 


80.  (56.)  SEA-PIECE. 

A fresh  breeze,  and  an  open  sea.  A boat  in  full  sail,  with  white  flag  and  blue 
stripes  : other  vessels  in  the  distance.  Large  grey  clouds,  with  clear  pale-blue  sky 
beyond.  The  horizon  is  placed  very  low  in  the  picture  ; waves  very  rough  but  ex- 
tremely buoyant.  The  foreground  very  dark,  and  the  group  of  three  men  in  a boat 
towards  the  left  are  entirely  in  shadow. 

A rich  picture;  soft  and  mellow  grey  in  tone,  partaking  very 
much  of  the  characteristics  of  Backhuysen 

Canvas.  2 ft.  10  J in.  x 2 ft.  1 : J in. 


VAH  DYCK.  See  DYCK. 


JOHN  EMXLIU8  HORACE  VERNE  T. 

(1789—1863.) 

Born  in  the  official  residence  of  his  grandfather,  Joseph  Yernet,  in  the 
Louvre,  June  30th,  1789.  His  father,  Carle  Yernet,  the  celebrated  historical 
and  battle  printer,  gave  him  his  earliest  instruction.  He  exercised  his  pencil 
upon  every  possible  variety  of  subject,  merely  as  affording  him  the  means  of 
subsistence.  He  married  at  the  age  of  20,  saw  much  active  service  in  the 
army,  and  shared  to  the  fullest  extent  the  popular  feeling  of  the' day.  From 
the  first  the  popularity  of  Horace  Yernet’s  military  pictures  has  been  un- 
equalled. In  1812  he  received  the  first-class  medal  (History),  and  in  1814 
was  created  by  the  Emperor  a Chevalier  of  the  Legion  of  Honour.  His 
celebrated  picture,  the  “ Massacre  of  the  Mamelukes,”  painted  in  1819,  is  now 
in  the  Luxembourg.  His  works  were  separately  exhibited  in  1822  ; Charles  X. 
raised  him  to  the  rank  of  Officer  of  the  Legion  of  Honour;  and  in  1826  he 
became  a member  of  the  Institute. 

After  his  appointment  in  1828,  as  Director  of  the  French  Academy  of 
Rome,  he  resided  in  that  city  in  great  splendour  ; and  when  in  1830,  during 
the  revolution,  he  was  nominated  political  representative  at  the  Court  of 
Rome,  it  is  said  that  he  equalled  Rubens  himself  in  his  ambassadorial  display. 
Yernet  received  the  great  medal  of  nonour  at  the  Universal  Exposition  of 
1855.  He  died  in  Paris,  January  17,  1863. 
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81.  (16.)  NAPOLEON  ON  HORSEBACK. 

Small  ■whole-length  figures.  Napoleon,  in  his  ordinary  military  costume  wearing 
a plain  black  cocked  hat,  is  calmly  seated  on  a white  charger,  slightly  dappled  on  the 
hind  quarter,  looking  away  to  the  left.  The  horse,  turned  to  the  right,  with  his 
fore-feet  firmly  planted,  turns  his  head  away  from  the  spectator  towards  an  officer 
approaching  the  Emperor  with  arm  raised  to  salute  him.  Other  soldiers  in  bearskin 
aps  are  partially  discernible  through  the  clouds  of  smoke  which  obscure  the  back- 
ground. A cannon  pointed  to  the  left  appears  beyond  the  tail  of  the  horse,  and  a 
knapsack,  helmet,  and  gun,  lie  on  the  sandy  soil  on  the  opposite  side.  Napoleon 
wears  a dark  blue  coat,  white  waistcoat  and  breeches,  and  high  boots.  Only  one 
hand,  holding  the  bridle,  is  seen. 

The  artist  has  signed  his  name  conspicuously  on  the  sand 
beneath  the  horse’s  fore-feet — 


/ 


if)  / 

/ 4/  / Q 


/U  < 


Dr.  Waagen,  vol.  ii.,  page  284,  describes  this  picture  as  “about 
“ a quarter  the  size  of  life  : very  animatedly  and  spiritedly 
“ treated.” 

In  another  equestrian  picture,  by  the  same  artist,  representing 
“ Napoleon  in  1815,”  the  attitude  of  the  horse  is  very  similar,  the 
position  of  the  legs  identical.  The  background  is  different,  being 
composed  of  shady  trees.  The  Emperor  wears  the  same  costume, 
but  the  pensive  countenance  is  turned  in  full  towards  the  spec- 
tator. There  is  a lithograph  from  this  last-named  painting  by 
M.  Martin  Levigne.  It  has  also  been  well  engraved  in  outline  by 
Reveil  for  Tilt’s  “ Napoleon  Gallery,”  1837. 


Canvas . 4 ft.  2 in.  x 3 ft.  1 in. 


JOSEPH  VERNET. 

(1714—1789.) 

An  eminent  marine-painter.  Born  at  Avignon,  1714.  Studied  at  Rome 
under  Manglard,  a painter  of  landscapes  and  sea-pieces  of  some  celebrity. 
Studied  principally  at  Naples.  Louis  XV.  recalled  him  to  France,  and 
engaged  him  to  paint  the  seaports  of  that  kingdom.  He  returned  to  Italy, 
and  produced  many  pictures  of  the  neighbourhood  of  Rome,  Tivoli^  and 
Italian  harbours.  He  made  a few  etchings. 


82.  (83.)  SEA  STORM. 

The  furious  waves  dash  against  a large  mass  of  over-hanging  barren  rocks,  beneath 
which  a square  tower  is  almost  lost  in  deep  shadow  and  raging  foam.  A vessel 
in  distress,  with  a red  flag,  appears  to  the  right.  Five  men,  two  of  them  dragging 
a net,  occupy  a rock  in  the  right-hand  corner.  The  upper  part  of  the  picture 
exhibits  a pale  blue  sky,  as  if  the  storm  would  soon  begin  to  abate. 

The  great  swell  and  foaming  of  the  waves  as  they  break  against 
the  rough  rocks,  are  painted  with  extraordinary  effect 

Canvas.  4 ft.  4|  in.  x S ft.  1 1 in. 


83.  (102.)  SEA-PORT,  CALM,  AT  SUNSET. 

Lofty  rocks  to  the  extreme  left,  with  a road  passing  under  an  arch  below  them, 
and  a tall  round  lighthouse  adjoining,  form  a dark  mass  in  contrast  with  the  bright 
sky  behind  it.  A large  vessel  at  anchor,  and  a distant  fortification,  appear  on  the 
horizon  towards  the  right.  Eight  figures  with  a boat  are  beneath  rocks  in  foreground 
on  the  same  side.  There  is  a rich  warm  glow  about  the  atmosphere,  with  reddish 
brown  and  hazy  clouds  above,  whieh  partake  very  much  of  the  manner  of  Manglard, 
who  was  in  fact  the  master  of  Vernet. 

This  picture  is  incidentally  referred  to  by  Dr.  Waagen,  vol.  ii. 
p.  284,  in  connection  with  the  Storm,  No.  8.3,  as  "a  quiet  sea,  and 
an  agitated  sea ; the  latter  the  best.” 

Canvas.  4 ft.  6 in.  x 3 ft.  3 in. 


ARY  DE  VOYS. 

(1641—1698.) 

A clever  painter  in  the  style  of  Mieris.  Born  at  Leyden.  Succeeded  in 
imitating  the  works  of  various  masters.  Painting  principally  drinking  subjects, 
game,  and  fish-stalls,  which  he  treated  in  a cheerful  manner,  rarely  intro- 
ducing more  than  two  figures.  All  highly  finished.  (Stanley’s  Synopsis , 
pp.  69  and  265.) 


84.  (58.)  DUTCH  INTERIOR,  WITH  PROVISIONS. 


Interior  of  a large  room,  with  lofty  square  window  to  the  left.  An  old  woman 
apparently  purchasing  fish  of  a man  occupied  in  preparing  them  at  table.  He  looks 
up  to  her  laughingly.  Dressed  fowls  lie  in  trays  on  the  table,  cabbages  in  baskets, 
and  eggs  in  a bowl.  Live  poultry  occupy  the  right-hand  corner.  Rough-hewn 
trunks  of  trees  support  the  beams  and  sloping  rafters  of  the  lofty  ceiling. 

Very  carefully  and  well  painted. 

The  signature  on  the  side  of  a brick  supporting  a red  pipkin,  in 
the  left-hand  corner,  is  much  obliterated  ; but  the  following  can, 
upon  careful  investigation,  be  deciphered— 

/ 9 

/yk-  r , 

/ °S( 

i 

j 

In  the  former  catalogue  of  this  collection  the  name  of  the  artist 
was  given  as  Martin  Zorgh,  or  Sorgh,  an  imitator  of  Ostade. 

This  picture  was  offered  for  public  sale  by  Messrs.  Christie, 
June  30th,  1827,  No.  84  of  the  Catalogue.  It  was  there  described 
as  the  work  of  “ Van  Staveren,”  and  thus  particularized  : “ Interior 
“ of  Dutch  Kitchen  with  man  cleaning  fish,  and  in  conversation 
“ with  a woman.  They  are  surrounded  by  fish,  poultry,  and  vege- 
“ tables,  domestic  poultry,  &c.”  Bought  in  for  36  guineas. 

Panel  1 ft.  7 in.  x 2 ft—. 


ADRIAN  V ANDRE,  WERFF, 

(1659—1722.) 

Born  at  Kralinger-ambacht,  near  Rotterdam  ; was  the  son  of  a mill-owner. 
His  first  instructor  was  Picolet,  whom,  after  two  years,  he  left  for  Eglon 
Yanderneer.  He  was  only  18  when  he  quitted  Yanderneer  and  established 
himself  at  Rotterdam.  In  1696  the  Elector  Palatine  visited  Holland,  and 
was  much  pleased  with  the  works  of  Yander  Werff.  The  artist  painted  many 
works  for  him,  and  followed  his  patron  to  Dusseldorf.  Smith,  in  the  preface 
to  the  Catalogue  of  his  works,  says, — “ Yander  Werf,  having  attained  the 
“ highest  honours  that  were  ever  bestowed  on  pictorial  merit,  accompanied 
44  by  the  acquirement  of  considerable  wealth,  died  on  the  12th  of  November, 
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s<  17226,  aged  sixty-three,’*  p.  183.  He  carried  high  finishing  and  polish  to 
a greater  extent  than  any  other  artist.  His  works  were  small,  his  taste 
classical,  and  his  draperies  always  well  disposed. 


85.  (97.)  THE  ADORATION  OF  THE  SHEPHERDS. 

Small,  highly  finished  figures,  with  an  arched  top.  A replica  of  the  well-known 
picture  in  the  gallery  of  the  Uffizii  at  Florence. 

The  group  is  lighted  entirely  by  a ray  of  light  descending  from  above,  in  which 
float  two  boy  angels,  one  holding  aloft  a branch  of  olive. 

Three  shepherds  and  an  aged  female  bend  in  lowly  adoration  before  the  divine 
infant  lying  naked  on  a white  sheet,  the  corners  of  which  are  being  raised  with  both 
hands  by  the  Virgin.  Her  figure  as  she  sits,  without  a veil,  beside  the  straw-made 
crib,  looks  very  tall  and  slender.  A round  straw  hat  lies  on  the  ground  in  the  right- 
hand  corner.  Joseph  stands  behind  the  Virgin  and  lifts  his  hands  as  if  in  amazement. 
The  heads  of  the  shepherds,  all  in  profile,  are  in  deep  shadow.  The  infant  Saviour 
raises  his  right  hand  in  the  action  of  blessing  them.  There  is  no  indication  of  glory 
or  any  nimbus  round  the  heads  of  the  divine  personages.  The  flame  of  a candle  is 
introduced  beside  the  figure  of  Joseph.  An  open  arch  and  distant  landscape  seen 
through  it,  may  be  observed  to  the  left. 


The  shadows  in  this  picture  are  all  very  solid  and  deep-toned, 
but  very  translucent.  Exquisitely  finished,  and  an  admirable 
specimen  of  the  master. 

The  picture  at  Florence  is  painted  on  panel  and  signed — 

v , yS/e,rfT . fee 

CU°.  i/o3 

It  is  engraved  in  outline  by  Lasinio  figlio,  in  Zanoni’s  “ Galleria 
Reale  di  Firenze,”  vol.  ii.  pi.  80. 

Described  by  Smith  in  his  “ Catalogue  Raisonne  of  the  Works 
of  Adrian  van  der  Werff,”  p.  210,  No.  100.  He  there  estimates 
the  Florentine  picture  at  400  guineas  (this  volume  was  published 
in  1833),  and  states  that  a picture  of  the  same  subject,  and  by  the 
same  artist,  was  sold  in  the  collection  of  John  Purling,  Esq.,  1804, 
for  265  guineas. 

Ccmvas . 1 ft . 2 ^ in.  x 1 ft.  9 m. 
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JOHN  WOOTTON. 

(1720—1785.) 

An  eminent  English  figure,  animal,  and  landscape  painter.  Scholar  of 
John  "VVyck.  He  however  formed  himself  on  the  style  of  classic  Italian 
landscape,  and  frequently  imitated  such  masters  as  Claude  Poussin  and 
Salvator  Eosa  so  skilfully  as  to  mislead.  His  hunting-pieces  at  Althorp  and 
Longleat  are  excellent.  Some  of  his  equestrian  portraits  are  remarkably  good. 
He  generally  signed  his  pictures  with  his  name  in  full,  as  if  incised  into  a 
stone  wall  or  fragment  lying  on  the  ground. 


80.  (2.)  LANDSCAPE,  in  Oval  Frame. 

A pleasing  composition,  after  the  manner  of  Orizonti.  A natural  arch  of  rook, 
through  which,  beyond  a lake,  are  seen  distant  hills  and  a bright  blue  sky.  A 
herdsman  with  flocks  are  advancing  towards  the  spectator.  The  rugged  branches  of 
a decayed  tree  stand  forward  in  bold  contrast  to  the  clear  sky. 

Canvas.  ! ft.  3J  in.  x 1 ft.  1 in. 


87.  (3.)  LANDSCAPE,  in  Oval  Frame. 

Companion  picture  to  the  preceding.  A picturesque  water-mill,  with  thatched 
roof,  under  the  shelter  of  tall  dark  trees.  The  water  thrown  off  by  the  wheel  pro- 
duces a violent  foam.  A half-clothed  figure  is  seated  angling  among  some  rocks  in 
the  foreground. 

Canvas . 1 ft.  3J  in.  x 1 ft.  J in. 


88,  (is.)  LANDSCAPE. 

Attributed  in  Catalogue  to  JACOB  bxjysdael. 

Large  mass  of  oak  trees  in  the  centre,  with  horsemen  attacking  a waggon.  Dark 
brown  in  tone.  The  hats  and  costumes  of  the  figures  betray  the  artist  of  a period 
subsequent  to  Ruysdael  or  Hobbema.  Wootton  painted  man}7-  such  pictures  after 
the  manner  of  those  masters. 

Canvas.  4 ft.  0^  in.  x 3 ft  Of  in. 
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89.  (25.)  LANDSCAPE. 

A romantic  landscape,  freely  and  clearly  painted.  An  arch  of  rock  spans  the 
road.  A group  of  gipsies  in  the  left-hand  corner.  One  woman  is  telling  the  fortune 
of  a lady  mounted  on  a white  horse.  A cavalier  stands  beside  his  horse,  looking  on. 
Painted  in  rich  colours,  with  the  figures  in  the  costume  and  style  of  Rubens. 
Inscribed  on  the  hack  of  the  frame,  “ Wootton  fecit.”  It  is  the  companion  picture 
to  No.  18. 

Canvas.  1 ft.  7f  in.  x 1 ft.  3^  in. 


PETER  WO  U WE  RIAN. 

(1625—1683.) 

Younger  brother  of  Philip.  Born  at  Haarlem,  1625,  and  pupil  both  of  his 
father  Paul  and  his  brother  Philip.  Studied  also  under  Roland  Roghman, 
a skilful  landscape-painter,  whose  works  are  characterised  by  dark  tones  in 
the  manner  of  Rembrandt.  Peter  finally  adopted  the  style  of  his  brother ; 
but  never  equalled  his  clearness  of  colour  and  exquisite  degree  of  finish.  The 
works  of  Peter  are  generally  brown  and  heavy  in  tone ; but  in  many  of  his 
best  pictures  he  approaches  very  near  to  his  brother  Philip.  Peter  more 
frequently  painted  views  with  buildings.  The  date  of  his  death  is  variously 
given:  some  say  1668,  the  same  as  his  brother’s;  others,  including  Villot 
and  Stanley,  say  1683. 

In  the  Louvre  is  a view  of  Paris  (Nagler,  page  101),  Villot’s  Catalogue, 
No.  578;  also  a view  of  Pont-Neuf  in  the  Gallery  at  Copenhagen,  both  by 
Peter  Wouwerman.  Smith,  in  his  Catalogue,  p.  356,  mentions,  as  one  of  his 
most  capital  pictures,  one  of  Louis  XIII.  reviewing  his  troops  in  the  square 
of  the  Tuileries,  as  in  the  French  collection  at  Paris,  in  1829. 


PHILIP  WOUWERMAN. 

(1320—1668.) 

Bom  at  Haarlem,  1620.  Son  of  Paul  Wouwerman,  who  gave  him  his 
earliest  instruction  in  art.  He  also  improved  himself  under  Peter  Verbeeck 
of  Haarlem.  Wouwerman  was  associated  with  Wynants,  but  whether  as  pupil 
or  directly  as  coadjutor  remains  uncertain.  The  talent  of  Wouwerman  in 
drawing  figures,  a point  in  which  Wynants  always  remained  deficient,  must 
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have  been  of  great  value  to  the  expert  master  of  landscape.  Of  his  life 
scarcely  any  particulars  are  known.  His  early  pictures  are  brownish,  and  with 
angular  forms,  partaking  of  the  influence  of  Peter  de  Laer  (Bamboccio), 
which  he  changed  afterwards  for  a clearer  colour  with  more  power ; and  his 
third  and  last  manner  has  more  of  silvery  grey,  with  exquisite  finish  and 
refinement.  An  etching  of  a horse  by  Wouwerman  is  inscribed,  “W.  Fee. 
1643.”  He  died  1668,  at  the  early  age  of  forty-eight,  after  having  produced 
an  enormous  number  of  pictures  remarkable  for  their  originality,  variety, 
and  technical  completeness.  (Stanley’s  /Synopsis,  Blenheim  Catalogue.) 


90.  (71.)  PONT  NEUF,  PARIS. 

A large  square  picture,  the  upper  half  of  which  is  entirely  occupied  by  a clear 
blue  sky. 

The  view  looks  directly  up  the  river  Seine  towards  the  covered  bridge  of  La  Reine 
Mere,  with  the  Tower  of  Nesle  to  the  left  and  the  Tuileries  on  the  opposite  side  of 
the  river.  In  the  centre  of  the  picture,  in  deep  shadow,  rises  the  equestrian  statue 
-of  Henri  IY.  The  foreground  represents  the  extremity  of  the  island  (L’lsle  du 
Palais),  the  point  from  which  the  bridge  branches  off  to  the  right  and  the  left.  This 
large  open  space  is  filled  with  a wonderful  variety  of  city  traffic,  consisting  of  pedes- 
trians, idlers,  coaches,  carts,  and  horses.  The  Pont  Neuf  was  finished  in  1604 
under  Henri  IY.  The  equestrian  statue  was  executed  by  DuprA  For  a curious 
history  of  this  sculpture,  see  Dulaure’s  “Paris,”  1827,  vol.  vi.,  page*  25  to  27.  The 
king’s  coach,  drawn  by  four  horses,  with  footmen  behind,  is  seen  passing  before  the 
central  statue,  towards  the  left.  More  in  front,  and  on  the  light,  stands  a large 
carriage,  with  two  horses,  containing  a masked  lady  who  converses  with  a gentleman 
on  horseback.  He  bows  respectfully  to  her,  holding  his  hat  in  his  hand. 

On  the  extreme  right  a naked  figure  crouches  beneath  the  external  cornice  above 
an  arch  of  the  bridge.  Near  this  point  is  a man  carrying  pails  of  water,  guarded  by 
a hoop  to  prevent  them  from  touching  his  legs  as  he  walks.  In  the  centre,  very 
prominent,  is  a cavalier  mounted  on  a prancing  white  horse.  To  the  left,  upon  a 
terrace  formed  by  steps,,  a mountebank  addresses  a crowd  of  people.  Two  boys  are 
wrestling  in  front.  Ladies  and  gentlemen  on  horseback,  in  carriages,  and  on  foot, 
and  common  carts  crowd  the  space  on  this  side  of  the  picture.  Against  the  parapet 
beyond,  two  gentlemen  are  fencing,  and  the  passers-by  are  much  disturbed  by  them. 
Numerous  spectators  look  over  the  parapet  in  all  directions. 

The  bank  of  the  river  to  the  right  is  crowded  with  boats,  some  of  them  having 
covered  awnings.  No  boats  are  plying  on  the  river.  The  left  bank,  in  front  of 
the  lofty  and  high-roofed  palace,  the  Hotel  Nevers,  is  occupied  by  horsemen  exer- 
cising, and  numerous  bathers  are  swimming  out  in  the  river.  Among  the  various 
kinds  of  ordinary  traffic  may  be  observed  a very  long  wine  cart  and  also  an  omnibus 
•containing  more  than  eight  persons,  formed  like  our  common  modern  pleasure-van 
•covered  with  drapery. 


The  distant  figures  are  very  cleverly  sketched,  and  abundantly 
characteristic  of  the  style  of  Wouwerman. 

The  picture  is  powerfully  and  spiritedly  painted,  although  dull 
grey  and  brown  in  general  tone.  The  shadows  are  well  massed. 
No  signature  can  be  detected. 

The  general  view  has  been  etched  by  Della  Bella,  including 
most  of  the  figures  ; but,  although  the  incidents  are  retained,  the 
grouping  has  been  considerably  altered. 

In  the  collection  of  the  Earl  of  Derby,  at  Knowsley,  are  two 
very  curious  old  pictures  representing  Paris  and  the  Seine  about 
the  same  period.  For  an  account  of  Pont  Neuf,  see  Dulauer’s 
Histoire  de  Paris,”  8vo,  Bruxelles,  1826,  p.  171. 

On  the  back  of  the  frame  of  this  picture  is  written  in  white 
chalk,  “ London,  Nov.  2,  1806.” 

Canvas . 5 ft.  5 J-  in.  x 4 ft.  2J  in. 


JAN  WYNANTS. 

(1600—1077.) 

Born  at  Haarlem,  1600.  Of  his  instructors  in  art  nothing  is  known.  He 
established  a school  and  taught  drawing  in  his  native  city.  The  figures  in 
his  pictures  were  generally  introduced  by  Adrian  Van  de  Velde  or  Lingelbach. 
The  date  of  his  death  is  uncertain. 


91.  (45.)  LANDSCAPE. 

Figures  by  Lingelbach. 

Two  feathery  foliaged  trees  beside  a piece  of  water,  in  the  centre  of  the  picture. 
A coach  drawn  by  four  horses  in  the  middle  distance,  advancing  to  the  left  towards 
a red-brick  building  with  a square -towered  gateway.  On  the  left,  along  a path 
crossing  a small  hill,  is  a falconer  carrying  hawks  on  a frame,  preceding  a gentleman 
riding  a brown  horse,  to  whom  a beggar  holds  a red  cap  for  charity. 

The  shattered  trunk  of  a tree  is  in  the  foreground  to  the  left.  A well  painted, 
genuine  picture.  The  figures  boldly  and  broadly  coloured. 
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Signed  in  fine  dark  brown  letters  on  sandy  gray  in  the  extreme 
left— 


Exhibited  at  the  British  Institution  in  1824,  No.  7 of  the 
Catalogue. 

Panel.  2 ft.  M)  in.  x 2 ft.  3J  in. 


92.  (47.)  LANDSCAPE. 

Figures  by  Lingelbach,  the  landscape  by  Wynants.  Dated  1665. 

The  ground,  excavated  as  if  for  obtaining  sand,  rises  towards  the  left,  where  a 
gentleman  and  lady  are  seen  passing  through  a lofty  arch  in  a walled  enclosure 
flanked  by  trees.  To  the  right,  a horseman,  pedlar  and  dog  are  crossing  a pool  of 
water.  Beyond  them,  in  the  distance,  are  hills  and  a square  tower.  The  mellow 
light  of  an  afternoon  sun  illumines  the  delicately  painted  clouds.  A very  clear  and 
finely  painted  picture. 

Signed  in  dark  brown  letters  on  grey  water,  to  the  right 
below,  with  name  and  date  very  similar  to  those  facsimiled  in 
No.  51. 

This  picture  was  exhibited  at  the  British  Institution  in  1824, 
No.  6 of  the  Catalogue. 

Panel.  2 ft.  10  in.  x 2 ft.  3J  in. 


93.  (5i.)  LANDSCAPE. 

The  figures  introduced  by  Lingelbach.  In  the  middle  distance,  to  the  left,  is 
seen  the  angle  of  a narrow  river,  with  undulating  hills  beyond.  To  the  right  are 
two  stags  in  a richly- wooded  plantation.  The  broken  trunk  of  a tree  occupies  the 
front  corner  on  the  extreme  right.  To  the  extreme  left,  a boy  seated  angling  ; 
travellers  repose  by  the  side  of  a sandbank,  and  a men  beyond  them,  carrying  a 
pack,,  follows  the  road. 
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Signed  in  dark  brown,  sharp,  clear,  large  letters,  on  grey  sandy 
soil  in  right-hand  corner — 

O 


(Mr'yn  afchj/'  iffr- 


Exhibited  at  the  British  Institution,  1824,  No.  8 of  the  Cata- 
logue. 


Metal.  2 ft.  10  in.  x 2 ft.  3|  in. 


94.  (53.)  LANDSCAPE. 

The  figures  painted  by  Lingelbach. 

A winding  road,  passing  by  a calm  piece  of  water,  spanned,  to  the  left,  by  a 
one-arched  bridge,  over  which  a woman  and  boy  are  passing.  On  high  ground,  in 
the  centre  of  the  picture,  is  an  Italian  mansion.  At  a turn  of  the  road  an  Italian 
woman  is  seen  advancing  mounted  on  a mule.  A man  reposes  under  the  shade  of  a 
sandy  bank,  whilst  a youth,  in  a red  dress,  is  angling,  towards  the  left  in  the  fore- 
ground. 

Signed  and  dated  to  the  extreme  right,  in  a manner  very  simiJ»f 
to  No.  51. 

Exhibited  at  the  British  Institution,  1824,  No.  5 of  the 
Catalogue. 

Metal.  2 ft.  10  in.  x 2 ft.  3 \ in.. 


95.  (5.)  FOUR  STANDING  FIGURES.  A Family  Group  of  the 
time  of  the  Commonwealth.  A battle  in  the  distance. 

Painter  Unknown. 

A highly-finished  Cabinet  picture.  The  principal  figure,  a dignified  gentleman, 
advanced  in  years,  resembling  Oliver  Cromwell  in  personal  appearance,  but  looking 
more  like  a Cavalier  by  the  trimming  and  ornaments  of  his  dress,  is  in  the  act  of 
drawing  on  a leather  gauntlet.  A lad,  apparently  his  son,  a stripling  in  a white  and 
blue  dress,  holds  a plumed  helmet  in  readiness  for  him.  Another  youth  behind, 
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to  the  left,  is  in  the  act  of  curbing  a large  white  steed.  On  the  opposite  side,  to- 
the  extreme  right,  and  sheltered  by  a large  mass  of  rock,  stands  a young  lady, 
presumably  the  daughter,  in  a white  satin  gown  and  large  sleeves  lined  with  crimson, 
adjusting  a gauze  scarf  with  her  right  hand,  and  holding  forth  a pair  of  yellow 
gloves  in  her  left.  The  attitude  and  costume  of  this  lady  accords  with  those  so 
frequently  seen  in  Van  Dyck’s  portraits  of  ladies  of  high  rank.  Her  countenance  is 
not  unlike  that  of  Mary,  Viscountess  Fauconberg,  third  daughter  of  Cromwell.  In 
the  far  distance,  in  the  centre,  beneath  a very  lowering  sky,  two  armies  are  engaged, 
and  guns  are  seen  flashing.  A large  brass  cannon,  mounted  on  two  great  wheels, 
protrudes  from  behind  the  mass  of  rock,  just  in  front  of  the  lady.  The  horse 
is  very  unskilfully  painted.  Although  the  elderly  warrior  somewhat  resembles 
Cromwell  in  advanced  life,  the  boys  are  totally  unlike  either  Richard  or  Henry 
Cromwell  at  any  period  of  their  career.  The  male  figures  and  the  horse  correspond 
with  those  in  a small  picture  preserved  at  Grimsthorpe,  which  had  belonged  to 
Lord  — Bertie,  an  uncle  of  the  last  Duke  of  Ancaster,  and  was  called  ‘ ‘ George,  2nd 
“ Marquis  of  Huntley,  beheaded  at  the  cross  of  Edinburgh,  22nd  March,  1649,  and 
“ his  Mistress  as  a page.” 

There  is  no  history  known  of  this  picture. 

Panel.  1 ft.  6|  in.  x 1 ft.  2 in. 


90.  (ns.)  CAVALIERS  AND  WOMEN  AT  A FOUNTAIN. 

Probably  painted  by  WOOTTOIL 

In  imitation  of  Wouwerman.  Painted  on  one  solid  piece  of 
wood. 


Panel.  1 ft.  'I  in.  x 1 ft.  1 in. 


97.  (ii9.)  SIMILAR  SUBJECT,  the  Companion  Picture. 

J.  WOOTTOIV. 

The  fountain  here  is  to  the  right,  a dog  drinking  at  the  basin.  Vine  trellis  on 
left.  Painted  on  a plain  sound  panel. 

Panel.  1 ft.  7 in.  x 1 ft.  1 in. 

98.  (126.)  MATER  DOLOROSA. 

Copy  in  watercolours , after  CARLO  DOLCI* 

Wearing  a heavy  blue  veil,  lined  with  dull  crimson.  A carefully  finished  and 
stippled  drawing.  Only  the  thumb  is  seen  against  her  white  wimple,  as  she  gathers 
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■up  her  full  drapery.  The  face  is  nearly  in  profile,  to  the  left,  with  downcast  eyes  and 
a large  teardrop  rolling  down  the  cheek.  The  hair  is  entirely  concealed. 

This  corresponds  with  a picture  in  the  collection  of  Lord 
Heytesbury.  Bee  Waagen,  vol.  iv.  p.  387. 

Engraved  in  mezzotint  by  Emry,  the  reverse  way,  dated  1834, 
and  dedicated  to  the  Marchioness  of  Lansdowne  by  W.  Nicholas. 

Similar  pictures  are  also  in  the  Royal  Collection  at  Windsor 
Castle  and  at  Dresden,  both  of  them  turned  the  reverse  way. 

Paper.  1 ft.  3 in.  x 7 \ in. 


99.  (117.)  A CONCERT. 

Copied  from  Titian  by  the  MARCHIONESS  OR  TAVISTOCK, 
Painted  in  oil  from  the  original  now  in  the  National  Gallery. 
Canvas . 10  in.  x Ilf  in. 


100  (28.)  YENUS. 

Enamelled  by  HENRY  BONE,  R.A.,  1810,  after  TITIAN. 

Venus  reclining  on  a bed,  with  figures  in  an  outer  chamber.  Similar  in  general 
composition  to  the  famous  picture  by  Titian  in  the  Tribune  of  the  Florentine  Gallery 
(“  Galleria  di  Firenze,”  vol.  i.,  Tavola  xv.).  The  feet  of  Venus  are  directed  to  the 
right.  The  figure  is  less  recumbent,  and  rests  more  on  her  right  elbow  than  in  the 
Florentine  picture.  The  hair  is  yellower,  and  the  face  is  evidently  a portrait.  The 
expression  also  is  purer.  There  are  no  flowers  in  her  hand ; but  roses  are  strewn 
on  the  couch.  There  is  no  dog  on  the  bed.  She  wears  a jew’elled  bracelet  on  the 
right  arm  and  a jewelled  ring  on  the  third  finger  of  her  left  hand.  A dark 
greenish-grey  curtain  is  suspended  behind  her.  In  a further  room,  with  a large 
open  window  divided  by  two  columns,  and  no  carpet  on  the  floor,  may  be  seen  a 
lady  seated  at  a table  playing  upon  a harpsichord  with  its  square  lid  raised,  two 
women  at  a chest  on  the  extreme  right,  and  a lover  with  his  mistress  looking  out  of 
the  window. 

An  extremely  fine  specimen  of  enamel  painting.  The  flesh  of 
the  principal  figure  is  exquisitely  coloured,  remarkably  clear  and 
translucent,  and  the  modelling  carefully  preserved. 

I have  never  before  met  with  this  composition  by  Titian ; but 
judging  by  the  enamel  transcript  it  must  be  extremely  fine,  being 


less  voluptuous  as  a Venus  than  either  of  the  Florentine  pictures, 
whether  the  one  above  referred  to,  or  the  one  attended  by  Cupid 
with  an  owl,  also  in  the  same  apartment  (“  Galleria  di  Firenze,” 
vol.  i.,  Tavola  6,  page  1 7). 

Inscribed  in  black,  on  the  pale  blue  enamel  at  the  back,  which 
is  much  puckered  or  blistered  : 

“ London 

May  1810 

Painted  by  Henry  Bone  A.R.A.  Enamel 
Painter  in  ordinary  to  His  Majesty  and 
Enamel  Painter  to  His  Royal  Highness 
the  Prince  of  Wales, 
after  the  original  Titian  formerly 
in  the  Borghesi  (sic)  Palace  ” 

The  picture  no  longer  remains  in  the  Borghese  Palace,  and  the 
only  record  I have  found  bearing  upon  it,  is  in  Nagler’s  Kiinstler- 
Lexikon,  which  among  the  works  of  Tithso,  a.  v,  Vecellio , page 
524,  mentions  as  only  known  by  former  notices  oi  the  Borghese 
Palace,  “ A reclining  Venus,  similar  to  the  one  at  Florence.” 

1 ft.  2 in.  x 10  in.  The  jplate  itself  1 \ ft.  x 8£  in. 


101.  (so.)  DAVID  AND  BATH8HEBA. 

Enamelled  by  h.  BOOTS* 


For  the  original  picture  by  Poussin,  see  ante.  No,  14. 
Enamel.  1 ft . 3J  in.  x 11  in. 


102.  (si.)  MADONNA  DEL  PASSEGGIO. 

H.  BOETE,  after  RAPHAEL 

This  Holy  Family  represents  the  Virgin  with  the  two  holy  children  standing  in  a 
meadow,  St.  Joseph  is  walking  in  the  distance.  The  original  picture  is  now  at 
Bridgewater  House,  and  was  formerly  the  property  of  Christina  of  Sweden.  It  was 
brought  to  this  country  with  the  Orleans  Collection.  A very  tine  repetition  is  in 
the  Museum  at  Naples. 
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Engraved  in  stipple  by  P.  W.  Tomkins,  1820,  in  Tresham’s 
"British  Gallery  of  Pictures,”  then  in  the  collection  of  the 
Marquis  of  Stafford. 

Enamel.  1 ft.  2 in.  x 11 J in. 

103.  (32).  JOSEPH  INTERPRETING  THE  BAKER’S  DREAM. 

H.  BONE,  after  EEMBEANDT, 

For  the  original  picture  see  No.  232  of  the  “ Woburn  Abbey 
Catalogue.” 

Inscribed  on  a paper  at  the  back  of  the  enamel : 

“ Joseph  and  the  Baker,  after  Rembrandt.  Painted  by  Henry  Bone,  R.A 
Bn1,  painter  to  His  R.H.  the  Duke  of  York.  London,  No.  15  Berners  St.” 

Enamel . 9 J in.  x 9^  in. 


LONDON 

MINIATURES  AND  ENAMELS. 


\ 


MINIATURES  AND  ENAMELS. 


1.  (29  a.)  LUCY  HARRINGTON,  COUNTESS  OF  BEDFORD. 

An  oval  miniature,  painted  on  card. 

To  the  waist,  face  three-quarters  to  the  left,  honeysuckles  and  silver  star 
in  her  hair,  large  round  pearls  heightened  with  silver,  hung  outside  the 
ears,  open  neck,  with  high  standing  white  bone-lace  collar,  in  the  fashion  ot 
Queen  Anne  of  Denmark.  White  dress  with  gilded  sprigs  on  it.  Background 
plain  blue. 

On  the  back  of  the  card,  apparently  in  the  handwriting  of 
Horace  Walpole,  is  inscribed  : — 

“ Born  1541 
Beheaded  1587 

Aged  46 
1541 
1580 

39 

Isaac  Oliver  Pin : ” 

implying,  but  very  erroneously,  that  this  is  a portrait  of  Mary 
Queen  of  Scots.  A very  carefully  finished  painting.  The 
silver  on  the  pearls  and  head  ornaments  has  turned  black. 

About  2|  in.  high. 


2.  (8.)  OLIVER  CROMWELL. 

Enamelled  by  chkxstxaet  FEEKSKIC  ziimcke  in  17 17. 

Let  into  a gold  snuff-box.  In  plain  steel  armour,  with  square  cut  falling  collar. 
Copied  from  the  Lely  portrait  at  Florence  and  an  unfinished  miniature  by  Cooper, 
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which  belonged  to  Sir  Thos.  Frankland.  Face  seen  in  three-quarters  to  the  right. 
Very  powerfully  painted  in  rich  deep  colours.  This  is  one  of  the  artist’s  finest 
enamels. 

Signed  on  the  pale  blue  concave  surface  at  the  back — 


3.  (15.)  WILLIAM,  LORD  RUSSELL.  1639—1683. 

Enamelled  by  c.  BOIT, 

Very  superior  to  an  enamel  taken  by  Bone  from  the  same  pic- 
ture ; ante,  No.  27  l. 

Delicately  and  finely  painted. 

Signed  in  pale  lavender  letters  on  the  concave  light  blue 
enamelled  ground  at  back  of  the  copper — 

G &itf, 

Compare  with  the  picture  No.  180  of  the  Woburn  Catalogue. 
Copper.  If  in.  x If  in. 


4,  (27  L.)  WILLIAM,  LORD  RUSSELL. 

Enamelled  by  n.  BONE,  181  h 

Long  full  hair,  face  three-quarters  to  the  left,  looking  at  spectator. 
Light  admitted  from  the  right  hand.  White  necktie  close  under  the  chin. 
Like  the  picture  at  Woburn.  Copied  from  the  portrait  at  Woburn  Abbey, 
No.  179  of  the  Catalogue. 

For  a superior  enamel  from  the  same  picture  by  Boit,  see  Supplement 
of  Miniatures,  No.  15. 
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It  is  very  flat  at  the  back,  of  a pale  salmony  white, 
inscribed  in  pale  purplish  letters — 


5,  (29  g.)  RACHEL  WRIOTHESLEY,  LADY  RUSSELL. 

SYKES. 


To  the  waist.  White  dress  and  black  veil  over  the  head.  The  body  is 
turned  to  the  right  and  the  face  seen  in  three-quarters  to  the  left,  inclined 
somewhat  to  her  right  shoulder.  The  hair  is  brown-yellow.  Pearls  are  in 
her  ears,  and  another  of  large  size  is  attached  to  the  necklace.  Her  black 
gauze  veil  covers  the  right  temple. 

Signed  on  the  pale  grey  background  to  the  left  of  her 
shoulder — 


Finely  executed,  in  the  style  of  Smart  or  Jarvis. 

The  lower  part  of  the  enamel,  to  the  right,  is  unfortu- 
nately chipped. 

Inscribed  on  the  green  concave  back  in  common  ink, 


“London  Decr  1811 


LBone  R.A.  pinxt 

Enamel  painter  to  the  King  <h  Regent .” 


Oval  enamelled  on  gold.  1 \ in.  x 1\  in. 


Oval. 
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Enamel  If  in.  x 1J  in. 


6.  (27  f.)  WEIOTHESLEY  EUSSELL,  afterwards  SECOND 
DUKE  OF  BEBFOED,  as  a boy  aged  six  years. 

Copied  by  c.  BOIT,  after  KNELLER. 


A bust,  in  Roman  costume.  Face  slightly  turned  towards  the  left,  look' 
ing  at  the  spectator.  Hair  very  full.  Dark-brown  background.  Colours 
rich  and  powerful.  Plain  white  concave  surface  at  the  back.  Under  crystal 
glass. 

For  the  original  picture  see  Woburn  Catalogue,  No.  190. 

Oval  enamel . 1 \ in.  x If  in. 


7. 


(27  A.)  WEIOTHESLEY  EUSSELL,  second  Duke,  and  ELIZA- 
BETH HOWLAND,  second  Duchess  of  Bedford. 


Circular  enamel. 


C.  BOIT,  1697. 


Nearly  full-length  figures.  Copied  from  the  picture  at  Woburn  by 
Kneller,  No.  191  of  the  Catalogue.  The  Duke  as  a young  man,  aged  17, 
with  his  Duchess,  for  he  was  married  at  15,  hold  a bunch  of  flowers  between 
them  ; an  orange  curtain  and  a fluted  column  in  the  background.  A fine 
specimen  of  enamel  of  this  period ; rich  and  bright  colours.  In  perfect 
preservation.  The  sword  handle,  belt  and  fringe  of  the  Duke’s  mantle  are 
gilt. 


Signed  cn  stone  pedestal — - 
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This  enamel  is  specially  referred  to  by  Walpole  in  his 
“ Anecdotes  of  Painting,”  edited  by  Dallaway  and  Wornum, 
page  635,  in  the  following  words  : “ At  Bedford  House  is 
'"•another  very  large  plate  of  the  Duke’s  father  and  mother.” 

Diameter  5J  k 
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8.  (17.)  JOHN  MONTAGU,  FOURTH  EARL  OF  SANDWICH. 

1718—1792. 

Enamelled  by  a.  SPEHCER  in  1756. 

Bust  portrait,  youthful  countenance,  smooth  face,  seen  in  three  quarters  turned 
towards  the  right.  Grey  powdered  hair,  black  bag,  white  cravat,  blue  coat  em- 
broidered with  yellow  and  gold  buttons,  white  lace  cravat.  Plain  grey  background. 
Fair  complexion,  rich  brown  eyes  and  dark  soft  brown  eyebrows. 

Mounted  under  glass  to  fit  into  a ring  or  locket. 

Inscribed  with  artist’s  name  and  date,  1756,  on  the  back  of  the 
enamel.  His  age  therefore  at  this  date  would  have  been  38. 

Oval.  lT3-g-  in.  x 1 in. 


a (3.)  GERTRUDE  LEVESON 
BEDFORD. 


GOWER,  DUCHESS  OF 
Unknown . 


Small,  under  crystal  in  diamond  ring. 

Enamelled  on  gold. 

Bust,  pink  dress,  face  seen  in  three  quarters  to  the  right.  Background  blue 


10.  (29  k)  PORTRAIT  OF  A LADY  UNKNOWN. 

Perhaps  Georgiana  Spencer,  Duchess  of  Devonshire. 

Painter  Unknown. 

Oval 

Face  nearly  profile  to  the  left,  and  looking  in  the  same  direction.  Grey 
(powdered)  hair  in  full  curls  within  a white  muslin  head-dress,  which  lies 
flat  on  the  head  and  is  tied  under  the  chin.  Loose  frill  round  open  dress. 
Sky  pale  blue  and  grey,  background. 

Drawn  somewhat  sharply  and  solidly,  but  in  the  style  of 
Cosway.  No  name  at  the  back. 

2f  'bn.  x I'j  'bn. 
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11.  (29  F.)  PORTRAIT  OF  A LADY.  Probably  the  Countess  of 

Pembroke. 

After  BIE,  JOSHUA  REYNOLDS  or  COTES. 

Oval. 

To  the  waist.  Face  three-quarters  to  the  left,  looking  at  spectator. 
Light  admitted  from  the  right-hand  side.  Her  dark  glossy  brofon  hair  is 
drawn  up  away  from  the  forehead.  A white  veil  falls  behind  her  head  and 
appears  as  delicate  gauze  on  the  other  side  of  her  neck,  against  the  dark- 
brown  background.  White  sleeves  with  blue  stomacher  ; neither  necklace 
nor  ornaments.  A dignified  figure.  Rocks  on  the  right. 

Back  of  the  miniature  quite  plain. 

Ivory.  2f  in.  x 2 \ in. 

12.  (29  c.)  PROFILE  OF  A LADY  IN  WHITE,  qy.  Marie  Antoi- 

nette. 

P.  B. 

Circular. 

Profile  to  the  left,  grey  (powdered)  hair,  white  falling  head-dress  wound 
round  the  head  as  a slender  turban,  white  shawl  crossed  over  neck.  A 
small  portion  remaining  of  the  sleeve  is  pale  lavender.  Background  very 
deep  monotonous  blue.  Signed  below  the  arm  in  fine  white  characters — 

The  picture  is  treated  after  the  manner  of  an  antique  cameo. 

n he  back  of  the  circular  card  is  written  : — 

“ For 

Lord  John 
Russell .” 


Card.  Diameter  2£  in. 

13.  (29  H.)  PORTRAIT  OF  A LADY  UNKNOWN. 

COSWAY 

Oval. 

To  the  waist.  Figure  turned  to  the  Tight.  Face  seen  in  three-quarters. 
Youthful  countenance,  and  dark  brown  eyes  looking  cheerfully  at  the 
spectator.  Hairfull  flowing  grey  (powdered)  curls,  with  small  pears  inwoven. 
White  kerchief  over  shoulders,  with  black  lace  falling  like  epaulettes.  Close- 
fitting  white  sleeves.  Blue  sky  background.  Admirably  painted. 

Quite  plain  at  the  back.  No  name. 

Ivory.  2 1 in.  X 2J  in. 
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14.  (29  D.)  PORTRAIT  OF  A LADY  UNKNOWN. 


To  the  waist,  white  dress,  white  fillet  among  full  grey  (powdered)  curls, 
with  the  ends  falling  and  joined  on  the  bosom.  Face  three-quarters  to  the 
left.  Sky  background.  Light  admitted  from  the  right-hand  side. 

Painted  in  the  style  of  Cosway  or  Englehart,  Inscribed 
on  a white  card  at  the  back — 


15.  (9.)  RIGHT  HONOURABLE  CHARLES  JAMES  FOX. 

Enamelled  by  h.  BOMB,  after  Painting  by  OPLEL 


Octagonal  form,  let  into  the  round  top  of  a snuff-box. 

To  the  waist ; face  seen  in  three-quarters,  the  eyes  looking  towards  the  left. 
Blue  coat,  white  cravat  and  yellow  waistcoat.  Light  admitted  from  thp  right  hand, 
background  rich  red. 

Inscribed  in  purplish  letters  on  the  white  concave  surface  at 
the  back — 


“ The  Rt.  HonUe  C J.  Fox. 
London , Nov.  1818. 
Painted  by  Henry  Bone,  R.A. 
Enamel-painter  in  Ordinary 
to  His  Majesty  and  Enamel- 
painter  to  His  R.H.  the 
Prince  Regent.  After  the 
original  by  J.  Opie,  R.A.” 


FOLDSONE, 


Oval. 


Ivory.  % in.  x 2J  in * 


Enamel.  2f  in.  x 2f  in. 
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16.  (io.)  GEORGIANA  GORDON,  DUCHESS  OF  BEDFORD. 
1781—1853. 

Enamelled  on  gold  by  H.  BONE,  after  a Miniature 
painted  in  1829  by  sir  G.  HAYTER. 

Oval,  seen  to  the  shoulders.  Face  nearly  in  profile  turned  towards  the  left.  Her 
left  hand  is  raised  to  the  neck,  holding  a gold  bead  necklace.  The  dress  is  white 
satin,  edged  with  lace. 

Signed  in  black  along  the  edge  of  the  yellow-green  background — * 

H3  ono,  — 

Inscribed  in  purplish  letters  on  the  very  thick  white  enamel  at 
the  back — 

“ Her  Grace  the 
Duchess  of  Bedford. 

Painted  by  Hy.  Bone> 

JR.  A.  Enamel  painter 
to  His  Majesty , after 
a Miniature  by 
Geo.  Hay  ter  M.  A.  S.L. 

London 

June  1829,” 

On  pure  18 -carat  gold.  1-J  in.  x in. 


11.  (12.)  JANE  FLEMING,  COUNTESS 
Died  1824. 


OF  HARRINGTON,. 
Artist  unknown . 


Miniature. 

Mother  of  Anna  Maria,  Duchess  of  Bedford,  Daughter  of  Sir 
John  Fleming,  Bart.,  married  in  1779  to  Charles,  third  Earl  of 
Harrington.  (See  Woburn  Catalogue,  No.  267.) 

A bust ; face  seen  m three-quarters  to  the  right,  looking  at  the  spectator,  open 
neck,  with  small  rising  collar,  no  necklace.  A pale  yellow  tiara,  or  bandeau,  with 
pearls  under  it,  in  her  rich  brown  hair.  Y ery  pleasing  youthful  face.  Dress  pale 
primrose  yellow,  with  a string  of  pearls  passing  over  her  right  shoulder.  Pale  blue 
sky  background. 
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Inscribed  on  mother-o' -pearl  backing— 

a. Id 

187 2. 

and  on  the  oval  card  beneath  it — 

“ Jane , Countess  of  Harrington !’ 
Card,  oval.  If  in.  x If  in. 


18.  (108.)  ANNA  MARIA,  DUCHESS  OF  BEDFORD.  (As  a little 
girl  in  old-fa;  liioned  costume.) 

Enamelled  by  joim  HASLEM  in  1849. 

A small  full  length,  copied  from  the  picture  at  Woburn  by 
G.  Proctor.  See  No.  281  of  the  1870  Woburn  Catalogue. 

Signed  in  small  brown  letters  in  lower  corner — 

“ H.  1849.” 

Engraved  on  the  flat  gold  border  of  the  frame,  within  the  glass — 
“ ENAMEL.  J.  HASLEM.” 

Copper.  6 in.  x 71  in. 


19.  (ii.)  ANNA  MARIA,  DUCHESS  OF  BEDFORD,  when  Mar- 
chioness of  Tavistock. 

Painter  Unknown . Qy.  by  MSB.  MEE. 

Miniature. 

To  the  knees,  seated  facing  the  spectator,  in  a square-backed  chair;  her  face 
looking  up  towards  the  right,  holding  a portcrayon  in  her  right,  and  supporting 
a portfolio  with  both  hands.  Wearing  a crimson  dress;  dark  blue  drapery  across  the 
knees.  A green  curtain  to  the  right.  Painted  with  powerful  colours  and  bluish 
shadows. 

No  inscription  on  the  back.  Coronet  cud  Initials  on  the  gilt 
frame. 


Ivory,  square.  6 in.  x 4f  in. 


k 
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20.  (5.)  ANNA  MARIA,  DUCHESS  OF  BEDFORD,  when  Mar- 
chioness of  Tavistock  in  1812. 

A.  DUNN. 

Miniature. 

Adapted  from  a picture  by  Van  Dyck,  wearing  the  costume  of 
his  period. 


Seen  to  the  elbow ; face  turned  to  the  left,  seen  in  three-quarters,  looking  towards 
the  spectator  over  her  left  shoulder.  Hand  not  shown,  a belt  of  jewels  crossing 
white  drapery,  over  her  shoulder.  The  sleeve  is  of  a dull  lilac  or  lavender  colour, 
A coronet  and  her  initials,  with  the  date  1812  are  in  the  upper  left-hand  corner/ 
Compare  No.  20,  a miniature  let  into  the  top  of  a snuff-box. 


Signed  in  gold  letters  on  brown  background  to  The  left — 


42 


lisriTL 


Ivory , square.  3f  in.  x 2-J  in. 


21.  (2.)  ANNA  MARIA,  DUCHESS  OF  BEDFORD. 

Unknown 

A square  miniature. 

The  attitude  is  taken  from  a portrait  by  Van  Dyck  ; looking 
over  her  shoulder. 

See  also  Nos.  5 and  20  in  this  series. 


22.  (19.)  ANNA  MARIA,  MARCHIONESS  OF  TAVISTOCK, 
afterwards  DUCHESS  OF  BEDFORD. 

Artist  unknown .. 

A half-length  standing  figure,  turned  towards  the  right  and  looking  at  the  spec- 
tator. A dull  yellow  mantle  covers  the  head  and  enfolds  both  arms,  after  the  Spanish 
fashion.  Her  rich  brown  hair  is  braided  straight  over  the  forehead,  with  ringlets 
at  the  sides,  and  large  pearl  earrings.  Her  left  hand  is  raised  to  the  waist,  supporting 
her  mantle.  The  gown  is  a dull  crimson,  with  classic  bordering  across  the  neck. 
Columns  and  a landscape  are  in  the  background  to  the  right.  Honeysuckles  spring 
up  from  both  sides. 


✓ 
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The  coronet  of  a Marchioness,  and  the  initials  A.  M.  T.  are  in 
the  upper  left-hand  corner  of  the  background.  Carefully  painted 
in  a very  low  tone. 

Painted  in  watercolours.  Protected  by  glass. 

Ivory , square.  6 in.  x 4§  in. 


23.  (20.)  ANNA  MAPI  A,  MARCHIONESS  OF  TAVISTOCK, 
afterwards  DUCHESS  OF  BEDFORD. 

Artist  Unknown. 

An  oval  miniature ; bust ; face  turned  in  three-quarters  to  the  left,  the  eyes 
looking  at  spectator  over  her  left  shoulder.  White  dress,  blue  ribbons  in  the  hair, 
similar  to  Nos.  2 and  5. 

Within  a gold  octagon  and  let  into  the  top  of  a black  round  snuff-box. 


24.  (29  b.)  LADY  ELIZABETH  VERNON. 

Copied  by  H.  COXiLEH,  in  1831,  from 
SIR  THOMAS  LAWRENCE 

9 

Oval  miniature  on  ivory. 

Bust,  face  three-quarters  to  the  right,  looking  at  spectator  ; dark  hair, 
crimson  dress,  brown  fur  at  shoulders. 

Inscribed  in  gold,  down  the  left-hand  side,  reading 
externally : — - 

1831  fC  from  Sir  T.  L. 

On  a card  within  the  frame  is  written,  “ Lady  Elizabeth 
“ Vernon , from  a portrait  by  Sir  T.  Lavjrence  by  H. 
Collins  A 


in.  x 2J  in. 
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25,  (18.)  THE  ARCHDUKE  CHARLES.  Died  at  Vienna,  May  30th, 
1847,  aged  75. 


Artist  unknown. 

Mounted,  under  glass,  within  the  lid  of  an  enamelled  snuff-box, 
with  the  name  of  Geraud,  Paris. 


To  the  waist,  in  white  uniform  faced  with  blue,  and  plain  gold  buttons  without 
epaulettes,  broad  blue  watered  ribbon  crossing  the  breast  from  his  left  shoulder.  A 
white  cross  of  four  points  edged  with  red,  and  completed  as  a star  with  golden  rays 
externally,  is  on  his  left  breast.  Face  ruddy  and  quite  smooth  but  elderly,  with  blue 
eyes  and  close  fitting  white  wig,  turned  towards  the  right.  Hands  not  shown. 
Background  plain  grey. 


The  sides  and  top  and  bottom  of  the  box  are  enamelled  with: 
military  subjects,  principally  of  camp  life  and  sports  ; no  fighting. 
The  soldiers  in  these  compositions  wear  black  cocked  hats  edged 
with  white,  and  white  cockades  besides. 

Painted  on  ivory  within  an  oblong  square  frame. 

Ivory.  2-J-f-  X 2 in. 


20.  (l.)  WILLIAM  RUSSELL,  EIGHTH  DUKE  OF  BEDFORD. 
When  a Baby. 


Unknown. 


Circular  Miniature  let  into  snuff-box. 


Baby’s  head  in  a white  lace  cap,  with  blue  ribbons ; full  face ; bright  blue  eyes. 


27.  (4.)  WILLIAM  RUSSELL,  MARQUIS  OF  TAVISTOCK.  As 
a Child. 

Drawn  by  COBWAY. 

A naked  boy,  seated  on  a cushion,  towards  the  left,  holding  a bunch  of  grapes,  at 
which  a bird  rising  from  a basket  of  apples  is  pecking  : a dove  on  the  parapet  behind  ? 
a curtain  to  the  left. 


On  paper.  Delicately  drawn  and  tinted  in  watercolours. 
Inscribed  on  the  back — 

“ William,  Marquis  of  Tavistock.  Cosway .” 

This  is  the  original  of  the  picture  at  Woburn,  No.  284a,  and  of 
the  Lithograph,  No.  114,  in  the  Belgrade  Square  Collection. 

Paper.  4 in.  x 3J  in. 
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28.  (6.)  WILLIAM  RUSSELL,  afterwards  EIGHTH  DUKE,  as 
a Young  Man. 

ANITA  MARIA,  MARCHIONESS  OF  TAVISTOCK. 

In  a lavender  dress  and  lace  collar  of  Van  Dyck  fashion.  Supporting  a red  mantle. 
Face  seen  in  three-quarters,  looking  to  the  left.  Dark  background,  well  painted  with 
broad  shadows. 

This  scarcely  appears  to  be  the  work  of  an  amateur. 

Signed  along  the  top  in  fine  black  letters — 

“ Anna  Maria .” 

3f  in.  x 2J  in. 


29.  (7.)  WILLIAM  RUSSELL,  afterwards  EIGHTH  DUKE  OF 
BEDFORD. 

Uncertain. 

Full  length  figure.  As  a child  reclining  against  a blue  cushion,  in  a small  white 
dress,  holding  a gold-mounted  red  coral  in  his  right  hand.  A dove  on  the  parapet 
as  in  No.  4,  from  which  this  miniature  appears  to  have  been  adapted.  The  curtain 
to  the  right  is  powerfully  coloured. 

Ivory,  square.  3|-  in.  x 3^  in. 


30.  (13.)  A LADY’S  HEAD. 

Cameo.  A female  bust  turned  towards  the  left ; in  alto-relievo. 
Let  into  the  top  of  a plain  round  black  snuff-box. 


31.  (14)  HEAD  OF  AUGUSTUS. 

A profile  cameo.  To  the  left ; on  bluish  stone. 
Let  into  the  top  of  a square  box. 


32.  (27  g.)  CLEOPATRA  WITH  THE  ASP. 

An  altorilievo  cinque  cento  cameo. 

The  figure  is  seen,  to  the  elbow,  with  the  face  in  profile  to  the  left.  The 
serpent  twines  round  her  left  arm  and  is  about  to  attack  her  breast.  Long 
flowing  hair. 
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33.  (27  r.)  HEAD  OF  MEDUSA. 

An  oval  cameo.  Copied  from  the  antique  by  Yeo. 

rofile  head,  to  the  left,  with  flowing  hair  turning  into  snakes.  Copied 
irom  the  celebrated  gem  in  the  gallery  at  Florence. 

Inscribed  Yeo  on  the  dark  blue  background  to  the  right. 


34  (27  k.)  JOHN  LOCKE. 

In  black  oval  frame.  A paste  cameo. 

Profile,  to  the  left. 

Signed  below  shoulder,  on  black  ground,  Yeo. 


YEO. 


35.  (27  b.)  Oval  Cameo  of  the  VIRGIN  CARESSING  THE  INFANT 
SAVIOUR,  and  ST.  JOHN  beside  her. 

Copied  from  the  celebrated  picture  by  Raphael  at 
Florence,  known  as  “ La  Madonna  della  Seggiola.” 


36.  (27  c.)  Oval  Cameo.  Profile  head  of  FRANCIS,  FIFTH  DUKE 
OF  BEDFORD,  to  the  left,  terminating  at  the  neck.  No 
drapery. 


37.  (i6.)  WILLIAM  RUSSELL,  EIGHTH  DUKE  OF  BEDFORD 
1809—1872. 


Sculptured  hy  a.  DIES,  1830. 


Profile  to  the  right,  on  rich  brown  ground  ; hare  neck. 


Cameo.  Finely  executed  in  high  relief.  Inscribed  on  the 
ground  below  the  neck, — 

%Cts 

Mounted  in  a silver  brooch,  with  pearls  and  diamonds  round  it 
Inscribed  on  silver  at  the  back — 

“ William  Lord  Russell.  Rome.  1830.” 


Oval , If  in,  1-J’  in. 


f 


■ 

■ 
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38.  (27  H.)  ST.  GEORGE  AND  THE  DRAGON,  fully  modelled  and 
enamelled,  but  without  the  usual  framework  of  the  Garter? 
intended  to  be  worn  attached  to  the  collar  of  the  Garter 
on  state  occasions.  The  horse  gallops  towards  the  right. 
This  form  of  decoration  may  be  seen  on  many  of  the 
earlier  portraits  at  Woburn. 


39.  (87  d.)  BADGE  or  JEWEL  OF  THE  ORDER  OF  THE 
GARTER,  known  also  as  the  “ George.” 

The  centrepiece,  which  represents  St.  George  on  horseback  overcoming 
the  Dragon,  is  engraved  in  red  cornelian  and  enclosed  within  a blue 
enamelled  garter,  bearing  the  usual  motto  in  gold  capitals.  Gold  loo  at 
the  top  for  attachment  to  the  collar. 


40.  (27  E.)  A similar  jewel,  but  smaller,  containing  a small  cameo  of 
grey  and  brown  onyx,  engraved  with  St.  George  and  the 
Dragon  ; and  so  mounted  as  to  leave  open  spaces  between 
the  stone  and  the  blue  garter  which  encircles  it. 
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ARTISTS  OF  MINIATURES  AND  ENAMELS. 


IN  THE  RESIDENCE  OF 

HIS  GEACE  THE  DUKE  OF  BEDFOED, 


81,  EATON  SQUARE, 
LONDON. 


October , 1875. 


$ 
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BO  IT,  CHARLES.  Died  1720. 

Born  at  Stockholm.  Commenced  his  career  as  a jeweller. 
Kecommended  by  his  countryman  Dahl,  he  visited  England.  During 
two  years’  imprisonment  he  studied  and  perfected  himself  in  the 
process  of  enamelling,  which  he  plied  with  such  success  as  to  command 
enormous  prices.  He  is  said  to  have  erected  work-rooms  and  a special 
furnace  for  his  art  in  May-Fair.  Prince  George  of  Denmark  wished 
him  to  commemorate,  in  a large  plate,  the  victories  of  Marlborough 
and  Prince  Eugene,  and  procured  an  advance  of  £1000  for  that 
purpose.  The  undertaking  was  never  completed.  Boit  was  an  in- 
telligent copyist,  sometimes  improving  upon  the  originals,  and  his 
colours  were  fresh  and  powerful.  He  died  suddenly  at  Paris,  Christ- 
mas, 1726. 

Wriothesley , 2nd  Duke  and  his  Duchess. 


BOHE,  HENRY,  R.A.  1755—1834. 

Enamel  painter.  Born  at  Truro.  Apprenticed  at 
Plymouth  to  a china  manufacturer,  with  whom  he  afterwards  moved  to 
Bristol.  His  career  in  London  began  with  enamelling  jewellery  and 
watch  cases.  His  first  enamelled  portrait  was  exhibited  at  the  Royal 
Academy  inl780.  Was  appointed  enameller  to  the  Prince  of  Wales  in 
1800.  His  copies  on  an  hitherto  unprecedentedly  large  scale,  were 
very  numerous.  He  died  in  reduced  circumstances  at  Somers  Towns 
December  17,  1834. 

William , Lord  Russell.  No.  27l. 

Venus.  No.  28. 

David  and  Bathsheba.  No.  30. 

Madonna  del  Passeggio.  No.  31. 

Assumption  of  the  Virgin.  No.  33. 

C.  J.  Fox,  ajter  Opie.  Supplement.  No.  9. 

Georgiana,  Duchess  of  Bedford , after  Hayier.  Supplement . No.  9» 


■ 
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COLLEH,  H. 

Lady  Elizabeth  Vernon , after  Lawrence , No.  29b. 


COOPER,  SAMUEL.  1609—1672. 

The  most  distinguished  painter  of  miniatures,  and  an 
English-born  artist.  He  was  instructed  by  Hoskins,  who  was  also 
very  eminent  in  that  line  of  art.  He  painted  Cromwell,  Hobbes, 
General  Monck,  Charles  II.,  Shaftesbury,  the  Duke  of  Lennox  and 
Richmond,  Mary  Fairfax,  Duchess  of  Buckingham,  the  Duke  of 
Monmouth,  and,  in  succession,  nearly  all  the  leading  personages  of  the 
Court.  Pepys,  in  1669,  says  of  Cooper,  in  his  Diary,  “ He  is  a most 
admirable  workman  and  good  company.”  He  was  induced  to  visit 
France,  where  he  remained  a long  time,  and  painted  portraits  on  a 
somewhat  enlarged  scale.  He  sojourned  afterwards  in  Holland,  and 
died  in  London,  May  5,  1672.  He  was  buried  in  St.  Pancras  Church* 
In  Beale’s  diary,  under  this  date,  Sunday,  is  entered,  “ Mr.  Samuel 
Cooper,  the  most  famous  limner  of  the  world  for  a face,  died.”  He  was 
certainly  the  first  to  adopt  largeness  of  style  and  breadth  of  shadow 
in  painting  miniatures.  Alexander  Pope,  the  poet,  was  his  nephew. 

Rachel  Lady  Russell.  No.  181a. 

Thomas , 4 th  Earl  of  Southampton.  No.  143a. 


COSWAY,  RICHARD,  R.A.  1740—1821. 

A fashionable  portrait-painter,  collector,  designer,  and 
miniature  painter.  Born  at  Tiverton.  Began  the  study  of  art 
under  Hudson.  Received  a premium  from  the  Society  of  Arts,  in 
1755.  Elected  member  of  the  Royal  Academy  in  1771.  He  enjoyed 
the  favour  of  the  Prince  of  Wales,  and  all  the  beauties  of  that  period 
sat  to  him.  Buried  in  Marylebone  Church. 

Lady  Unknown.  No.  29h. 

Anna  Maria , Duchess  of  Bedford , as  “ Hebe.”  No.  105, 

Miniature  unknown.  No.  4. 
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COTES,  FRANCIS.  1726—1770. 

Son  of  an  apothecary,  resident  in  Cork  Street,  Burlington 
Gardens.  A portrait  painter  of  great  ability,  both  in  oil  colours  and 
crayons.  He  was  a pupil  of  George  Knapton,  but  threw  more  refine- 
ment into  his  work.  His  crayon  drawings,  life-size,  are  admirable, 
especially  a “ silentium  ” representing  Queen  Charlotte,  holding  the 
Princess  Royal  asleep  in  her  lap,  now  at  Windsor  Castle.  The  Duke 
of  Northumberland’s  picture  of  the  same  subject  is  dated  1767. 

He  died  at  his  house  in  Cavendish  Square,  July  20,  1770,  and  was 
buried  at  Richmond,  in  Surrey. 

Miniature  of  a Lady . No.  29f. 


CROWE,  THOMAS. 

A copyist,  living  in  Allington  Street,  Pimlico.  1852. 


DIES,  a. 

Gem  engraver,  at  Rome. 

Cameo  of  William  Russell,  the  8th  Duke  of  Bedford.  Supplement.  No.  16. 


DUN 


A Flemish  artist,  settled  in  Naples  early  in  the  present 
century.  He  painted  Acton,  a young  sailor,  in  1810,  and  Madame 
Escalon,  in  1820. 

Miniatures.  No.  5. 


FLAT  MAN,  T HOMAN.  1633—1688. 

Miniature  painter  and  poet.  Born  in  London.  Educated 
at  Winchester  and  Oxford  ; was  called  to  the  Bar. 


1 1 


Duke  of  Monmouth.  No.  143a. 
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EOLDSONE,  JOHN. 

Miniature  and  portrait  painter.  Exhibited  at  the  Spring 
Gardens  Exhibition,  in  1769,  and  continued  before  the  public  till  after 
1783.  He  was  the  father  of  Mrs.  Mee,  a well-known  miniature 
painter. 

Portrait  of  a Lady.  No.  29  ix 


GRIMALDI,  W.  1751—1830. 

Enameller  and  miniature  painter.  Born  in  Middlesex, 
Studied  under  Worlidge.  Appointed  miniature  painter  to  George  III., 
the  Duke  of  York,  and  George  IV.  Died  in  Pimlico.  (8b,  89,  p.  78.) 


HASLEM,  JOHN. 

Enameller.  Copies  from  Proctor  and  Frank  Stone. 
Nos.  108,  109,  and  110.  (8b,  89,  p.  76a.) 


HILLIARD,  NICHOLAS.  1547—1619. 

Son  of  Richard  Hilliard,  High  Sheriff  of  Exeter  in 
1560.  Nicholas  became  a jeweller,  goldsmith,  and,  like  many  of 
tne  most  eminent  of  the  Italian  artists  in  early  times,  painter. 
His  works  with  the  brush  were  generally  on  the  most  minute 
scale,  well  drawn,  and  exquisitely  finished.  He  married  Alice 
Brandon,  daughter  to  the  Chamberlain  of  London.  He  wrote  an 
essay  on  miniature  painting.  His  contemporaries  extol  his  works 
very  highly.  He  is  mentioned  by  a French  writer  under  the  strange 
designation  of  “ Oeillarde.”  Many  of  his  miniatures  are  still  pre^ 
served  in  the  Royal  Collection.  He  died  January  7,  1619,  and  was 
ouried  in  St.  Martin’s-in-the-Fieids,  London.  He  received  th«»  same 
salary  from  the  Crown  as  Holbein. 

Edward , 3rd  Earl  o Bedford.  No.  72. 
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LANE,  W.  1746—1319. 

Portrait  painter  and  gem  engraver.  Became  a popular 
portrait  draftsman,  and  worked  principally  in  coloured  chalks.  Ex- 
hibited portrait  groups  up  to  the  year  1815.  Died  in  January,  at 
Hammersmith. 


MEE,  ANNE. 

Daughter  of  John  Foldstone  (see  No.  29d),  a miniature 
painter  who  died  young.  She  became  a very  fashionable  miniature 
painter.  Her  name  appears  as  Mrs.  Mee  in  the  Royal  Academy 
Catalogue  of  1815.  Many  of  her  miniatuies  of  Court  favourites  are 
preserved  at  Windsor  Castle.  She  died  at  an  advanced  age  in  May  , 
1851. 

Anna  Maria , Duchess  of  Tavistock . Supplement , No.  11. 


OLIVIER,  ISAAC.  1556—1617. 

Miniature  painter.  Apparently  a native  artist.  Pupil 
of  Hilliard.  Died  at  Blackfriars,  and  buried  in  St.  Anne’s  Church 
there,  1617.  He  always  signed  his  name  “ Olivier  A 

Lucy , Countess  of  Bedford.  No.  29a. 


OFIE,  JOHN,  R.A.  1761—1807. 

Born  near  Truro.  His  early  talent  in  drawing  was 
developed  by  the  patronage  of  Dr.  Wolcott  (Peter  Pindar).  Painted 
historical  subjects,  but  excelled  in  portraits.  His  lectures  on  Painting 
were  published.  Buried  in  St.  Paul’s  Cathedral. 

C.  J . Fox.  Copied  in  Enamel.  Supplement,  No,  9. 


PROCTOR,  G. 

Anna  Maria , Duchess  of  Bedford.  No.  281. 
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ROBERTSON,  CHARLES. 

Miniature  painter.  Practised  in  Dublin,  and  came  to 
London  in  1808.  He  excelled  in  female  portraits.  Contributed  to 
the  Exhibition  at  Dublin  in  1809. 

The  last  Duke  of  Dorset  ( engraving ), 


ROCK,  MISS. 

Query  Biography. 


ROSS,  MISS. 

Sister  of  Sir  William  Ross,  R.A.,  the  miniature  painter. 

A copyist. 

Portraits  of  the  seventh  Duke  and  Duchess . (8b.) 


SPENCER,  GERVASE. 

Miniature  painter  and  enameller.  Originally  a gentle- 
man’s servant.  He  attained  great  excellence  in  his  art.  His  portrait 
was  painted  by  Sir  Joshua  Reynolds.  He  generally  signed  his  enamels 
with  the  letters  0.  S.  Died  October,  1763. 

John,  Earl  of  Sandwich.  Supplement  No.  17. 


SYKES. 


A portrait  painter.  Died  in  Lincoln’s  Inn  Fields,  1733. 
He  was  a collector  of  paintings,  and  had  been  appealed  to  with  refer- 
ence to  Thornhill’s  paintings  at  Greenwich  in  1727. 


Rachel , Lady  Russell  No.  29g. 


TAVISTOCK,  ANNA  MARIA.  (Afterwards  Duchess  of  Bedford.) 

Daughter  of  Charles,  3rd  Earl  of  Harrington.  Born 
1783.  Died  1857. 

A Concert , after  Titian.  No  117. 
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